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Many of the images in this exhibition reveal similar interests, themes, and aesthetics to those seen in feminist Art.1 The artists—
(PLOLD)RUVWUHXWHU-HQQLIHU+DOO&ODXGLD+DUW<DHO.DQDUHN-HDQHWWH/RXLH5DQX0XNKHUMHH0DU\%DWHV1HXEDXHU0DULH
Sivak, Camille Utterback, Adrianne Wortzel, and Janet Zweig—rely on technology as a tool to explore geopolitics, geological 
phenomenon, obsolete media, data streams and sets, illusion, shifting identities, phantasmagorias, eroticism, bodies, 
landscapes, geography, and memory. They are not afraid to confront assumptions or propaganda, even challenging conventions 
and traditions. They show us diverse, alternate domains and generate narratives of augmented worlds.  
Common to their artworks is the surreal, employed innovatively and underscored by the radical politics of feminism to change 
society in order to advance it. It is a kind of new romanticism where the real is meshed with fantasy so that the boundaries 
between the two dissolve. These artists have created pieces that require the viewer’s time; scanning and experiencing the 
entirety of their respective works over time transports one to their wild and imagined realms. It is easy to lose one’s bearings 
with these works because they rely upon mysterious disorientation to the viewer’s prosaic and commonplace experiences. It is a 
situation that is wholly based on the personal, which has been one of the cornerstone themes of feminist art.
Digital art has an inherent feminist issues to it. Artist Mary Bates Neubauer termed the “new macho challenge for this generation 
RIZRPHQ>LV@GLJLWDOWHFKQRORJ\>EHFDXVH@WKH¿HOGLVVWLOOGRPLQDWHGE\PHQ´2 Utilizing technology to make art is, 
interestingly enough, one of the aspects of the programming world’s fascination with digital art.3  For the artists in this exhibition, 
digital technologies are ways to express content that is gender related. And they approach technological innovation differently 
WKDQPHQZKLFKLVVLJQL¿FDQWEHFDXVHLWLVDVVRFLDWHGZLWKPHQUDWKHUWKDQZRPHQ4 The focal point of this exhibition is that
___________________________
1 ,PXVWDFNQRZOHGJHWKHNLQGDVVLVWDQFHRIWKHDUWLVWVLQWKLVSURMHFW,DPJUDWHIXOIRUWKHVXSSRUW,UHFHLYHGIURP&RQQLH7HOO'LUHFWRU:RPHQDQGWKH$UWV&ROODERUDWLYH
DQG7KH)HPLQLVW$UW3URMHFWERWKKRXVHGDW5XWJHUV8QLYHUVLW\DQG1LFROH,DQX]HOOL0DQDJHURI3URJUDPV	([KLELWLRQV:RPHQDQGWKH$UWV&ROODERUDWLYH,HVSHFLDOO\
appreciate Claudia Hart who helped me evolve my thinking about the relationship between women, art, and technology. 
2 E-mail to author from artist, August 11, 2014.
3 Janet Abbate, Recoding Gender: Women’s Changing Participation in Computing&DPEULGJH0$0,73UHVVDQG
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public perception can be changed to allow recognition and acknowledgement of the role of women artists in innovating new 
technologies as a pathway to new ways of thinking and experiencing gender. 
A group exhibition of this sort allows the viewer to grasp how the artistic chorus of voices are stronger together in opening up 
sensibilities and presumptions about gender in the world today. Initially, the use of technology in art by women focused primarily 
on the computer as a surrogate for the human. Earliest investigations centered on the internet and the use of after effects.  
More recently, rapid prototyping, social media, and sculptural forms allow artists to work in a truly intermedia format and cross 
platforms since the thing in the computer can be output in many different ways.
Exhibitions such as this one permit the viewer to see how communities mesh when artists working independently of one another 
respond to similar social forces. There are women who go into the male territory of art and technology and resist gender 
LGHQWL¿FDWLRQDQGWKHUHDUHZRPHQZKREHQGWKHWHFKQRORJLFDOLQWRIHPDOHWHUULWRU\RIWKHSV\FKRORJLFDODQGWKHDIIHFWLYH
Gender is not invisible in technological art, because of the tendency to use nature, the body, or the personal often in atypical and 
iconoclastic presentations.
Some of these artists openly profess their feminism, like Janet Zweig who calls herself a “card-carrying feminist.”5 Feminism 
means equity and access without regard for gender and feminist art makes the focus of the art into a celebration -- envisioning 
RIW\SLFDOO\XQVHHQZRPHQ¶VH[SHULHQFHVDVSDUWRIWKHLQ¿QLWHSDQWKHRQRILPDJHVDQGUHSUHVHQWDWLRQV7KHKXQJHUIRUIHPLQLVW
art remains strong, partially because patriarchal components and factions within the art world limit women artists in accessing 
opportunities and support. Additionally, there is constant interest in seeing the range of women’s experiences in art and as art.6 
Though not all of these artists identify as feminist, there are recurrent threads and themes in their art which demonstrate the 
GRPLQDQFHRIIHPLQLVWDUW¶VLQÀXHQFH
__________________________
4 Cf. Judy Malloy, “Preface,” in Women, Art, and TechnologyHGLWHGE\-XG\0DOOR\&DPEULGJH0$0,73UHVV[LYLL[[
5 E-mail to author from artist, June 23, 2014. Cf. (KWWSZZZFDUGFDUU\LQJIHPLQLVWFRP6RPHRIWKHDUWLVWVZHUHPXWHDERXWWKHLUUHODWLRQVKLSZLWKIHPLQLVP
6 Not all women who make art identify as feminist, but, in this examination, I will read the art included in this exhibition through a feminist lens because Feminist Art 
has been one of the most singularly powerful forces and phenomenon in late 20th and early 21st century art. The disinterest in labeling oneself feminist comes from a 
generational divide when many women tried to diminish any indicators that they were women (“If I call myself a feminist then people will know I am a woman—a verboten 
WKLQJLQWKHDUWZRUOGZKLFKFDOOVDWWHQWLRQWRDGLIIHUHQFH,GRQ¶WZDQWNQRZQ´2ULWVWHPVIURPDQXQZLOOLQJQHVVWRDVVRFLDWHRQHVHOIZLWKDUDGLFDOSROLWLFDOPRYHPHQW
both within the art world and beyond (“I don’t make Feminist Art, I make art.  If I call my work feminist, then it is suddenly activist and no longer interesting art.” or “If I label 
P\DUWIHPLQLVWWKHQP\GHDOHUZLOOGURSPH´$QRWKHUFKDOOHQJHWRDVVRFLDWLQJRQHVHOIZLWKIHPLQLVPLVWKHFXUUHQWWHQGHQF\WRVHHIHPLQLVPDVRXWPRGHGDVQRORQJHU
QHFHVVDU\³,KDYHQ¶WIDFHGDQ\EDUULHUVWRFLUFXODWLQJP\ZRUN´,GRQ¶WDFFHSWDQ\RIWKHVHLGHDVEHFDXVHIRUHDFKRQHRIWKHP,FDQGHPRQVWUDWHDGLVSURSRUWLRQDWH
number of examples of the inverse. These anonymous quotations come from several different conversations I have had since 2005 with women who make digitally-based 
art. Each time one of them comes my way, I note it. An easy way to collect statistics on these disparities can be found by looking at the art of the Guerilla Girls (KWWSZZZ
guerrillagirls.com/WKH%UDLQVWRUPHUVKWWSZZZEUDLQVWRUPHUVUHSRUWQHWDQGWKHUHFHQWZRUNE\DUWLVW0LFKRO+HEURQKWWSPLFROKHEURQFRP 12
ARTISTS AND WORKS IN THE EXHIBITION
EMILIA FORSTREUTER
(PLOLD)RUVWUHXWHUFDOOVKHUVHOIDGHVLJQHUDQLPDWRUDQGGLUHFWRU+HUZRUNÀXFWXDWHVEHWZHHQKHUHGLWRULDOZRUNDQGKHUDUW
One of her signature pieces is YonderRIPLQXWHVD''DQLPDWLRQ7 which the artist intended as a way to meditate 
on the simultaneous simplicity and complexity of life and organic matter expressed in tiny increments. The artist calls these small 
FRPSRQHQWV³FHOOV´VKHUHSHDWVLQWRFRPSOH[FRQ¿JXUDWLRQVWKDWPRUSKDQGJOLGHLQWRQHZFRQ¿JXUDWLRQVDQGIRUPDWLRQV7KH
artist wanted to “create an alternate world that seems foreign yet at the same time familiar.”8 The soundtrack by Sam Spreckley 
LQFOXGHVQDWXUHVRXQGVZKLFKDUHVLPLODUO\HYRFDWLYHRIWKHPXVLFRIOLIHUDWKHUWKDQVSHFL¿FUHIHUHQWV
,QWKLVDQLPDWLRQWKHYLHZHULVWDNHQRQDMRXUQH\WKURXJKVZLUOLQJGHVFHQGLQJDVFHQGLQJPRXQWLQJDQGXQIXUOLQJIRUPV
WKDWVHHPDOPRVWIDPLOLDUEXWUHPDLQLPPHGLDWHO\EH\RQGRXUUHFRJQLWLRQ7KH\HOLGHMXVWEH\RQGRXUDELOLW\WRDSSUHKHQGDQG
SURFHVVWKHPDVWKH\PRUSK7KHSLHFHEHJLQVZLWKDPRQRFKURPDWLF¿HOGRISODQWVZLWKVHHGSRGV2IILQWKHGLVWDQFH²over 
yonder—there is a spectacularly colored landscape or terrarium of wiry little natural forms.  We follow an orb that glows and 
WUDYHOVWKURXJKD]RQHZKLFKVWDUWVWRUHVHPEOHDQXQGHUZDWHUUHDOPZLWKVHDÀRUDDQGIDXQD(YHQWXDOO\WKHRUEPXWDWHV
DQGUHIRUPVLQWRDSHWDODVSDUWRIDQDVVHPEODJHRIDV\PPHWULFDOO\UHQGHUHGÀRZHUVKDSHGKLYHZKLFKWDNHVWKHVKDSHRI
DEXWWHUÀ\RFWRSXVWKHQDVORZO\VSLUDOLQJVHWRIZLQJVZLWKIHDWKHUV¿QDOO\DUULYLQJDWWKHEULJKWO\FRORUHGGRPDLQIURPWKH
EHJLQQLQJ:HDUHLQVRPHNLQGRIVFLHQFH¿FWLRQHQYLURQPHQW
Such transformations in this piece have a surreal quality crossing between known and imagined, existing in a liminal state of 
QHLWKHUQRUUHDORUIDQWDV\8VLQJSDWWHUQLQJVSLUDOLQJDQGHYDQHVFLQJVKDSHV)RUVWUHXWHUFUDIWVÀXLGVKDSHVWKDWUHFDOODOONLQGV
of natural ordering and patterning systems, such as the Fibonacci system. Alongside organizing principles, there is also the
__________________________________________
7 7KHDUWLVW¶VGHVFULSWLRQRIWKHSURFHVVIRUFUHDWLQJWKLVSLHFHLVDVIROORZV³Yonder is a 2D/3D animation. There are 2D graphics created in Illustrator which are animated in 
After Effects as well as 2D graphics which are animated in Cinema 4D. There are also 3D graphics created and animated in Cinema 4D. Other great animation tools were 
Trapcode Echospace for After Effects and Mograph which both suited really well the idea of repetitive forms. As a compositing software I used After Effects, (KWWSZZZ
emiliaforstreuter.de/yonder_about.htmlDFFHVVHG$XJXVW
8 Artist’s website, (KWWSZZZHPLOLDIRUVWUHXWHUGH\RQGHUBDERXWKWPODFFHVVHG$XJXVW
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metamorphosis. The immersive shape-shifting that permeates the work--alchemical aspects that disorder the seeming linearity of 
the work. These features help the artist accomplish the vividness and energy she seeks.
From a technical standpoint, the process required an intense level of involvement from the artist to achieve such intricacy in the 
H[HFXWLRQ7KHPLFURVFRSLFUHDOLVPUHFDOOVWKH1RUWKHUQ5HQDLVVDQFHIRFXVRQUHQGHULQJHYHU\LQ¿QLWHVLPDOGHWDLOFOHDUO\YLVLEOH
regardless of implied distance within the space of the landscape. Like Northern Renaissance painting, the miniscule, diminutive 
forms somehow also read as spacious and boundless.
JENNIFER HALL
Jennifer Hall, among many other artists, turned her attention to biological material as a medium for her art, embracing a 
perspective informed by neuroaesthetics and embodied aesthetics. Further she embraces the body and its bio-chemistry, its 
DFWLYDWLRQDQGLWVP\VWHULHV+DOOWHUPVWKLVDVSHFWWKH³NLQHWLFVRIWKHXQVHHQ´9 Using technology, Hall performs the body, 
literally using it as the raw material for her art. 
 
Using interactive media she has investigated a wide range of biological and corporal topical issues and concerns, including 
epilepsy in Elileptiform Sterling Silver: 5 REM Consciousness as a property of Matter Series and Elileptiform Polymer Resin: 5 
REM Consciousness as a property of Matter Series, both of 2006 and 2008 respectively in the materials mentioned in the title 
RIHDFK+DOOGHVFULEHVIRUPDNLQJWKHVHSLHFHVDVIROORZV³)LUVWDGDWH¿OHZDVFUHDWHGXVLQJVLJQDOVIURPWKHWHPSRUDOUHJLRQ
LQP\EUDLQWKHQWKH¿OHZDVZUDSSHGDURXQGDGLJLWDOVSOLQHWKHQSULQWHGDVDUDSLGSURWRW\SHGREMHFW´10  They start as a 3D 
interface and then each becomes a sculptural artifact. With an ambulatory EEG machine, the pattern of a brain wave of a single 
HSLOHSWLFHYHQWLVVDPSOHGGXULQJDVHL]XUHWRGRFXPHQWLW6KHWKHQWUDQVODWHGD'YHFWRUJUDSKLFLQWRDQREMHFWDFURZQ
WKURXJKWKHSURFHVVRIUDSLGSURWRW\SLQJEHIRUH¿QDOO\FDVWLQJWKHLPDJHLQVWHUOLQJVLOYHUDQGSRO\PHUUHVLQ+DOO¶VLQWHUHVWLQ
technology allows her to work across disciplines in vital, versatile ways. She regards the transformation as “an  
___________________________
9   E-mail to author from artist, July 9, 2014.
10 E-mail to author from artist, November 13, 2014.
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REMHFWVHSDUDWHIURPLWVVRXUFH´11
,QWKLVZRUN+DOOFRQYHUWVKHUGLVRUGHULQWRGDWDDQGXOWLPDWHO\LQWRLPDJHVDQGREMHFWV7KHSK\VLFDOLW\RIWKH¿QDOPHWDODQG
plastic bracelets belie that their data, their informational source, evolved out from an otherwise invisible, internal source within 
the body of the artist. Other women artists have used brain waves as source material for their art, including Janine Antoni’s 
performance Slumber of 1994 and Mariko Mori’s installation Wave UFORI:KDWGLVWLQJXLVKHVKHUSURMHFWIURPWKHVHRWKHU
works is the display of difference in the form of disability in her meditation on her neurological condition.
By breaking down the technology/body divide, Hall removes the separation between herself and her art. The theatricality of 
VXFKDVFHQHLQIXVHVVWDWLFDUWREMHFWVZLWKDQLQWHUYHQWLRQDOORZLQJWKHYLHZHUWRH[SHULHQFHKHUSK\VLFDOSUHVHQFHE\PDNLQJ
her bodily functions into the phonemes and lexicon for her work, what the artist terms “an empathetic participation.” She is both 
protagonist and performer in her art. The improvisational aspect of the work comes from the unknown processes that go into a 
complex, recurrent disorder and puts it on view as a spectacle—in the spectacular sense of the word.
Hall’s twist on electronic media is to use her internal electricity to draw and design her images and forms, a seeming update of 
Roland Barthes’s 1980 quip “What does my body know of photography?”12 Her translation of her innermost experience of her 
body becomes both a dramaturgy and a highly specialized self-portrait. She allows her brain’s participation in her artwork, an 
aspect that reveals herself in the most vulnerable and concrete way possible. Her unprocessed matter transformed into a crown 
DQGWKHQDEUDFHOHWLVKHU¿FWLRQDOL]DWLRQRIKHUOLIHKHUFRQVFLRXVQHVVDQGKHUH[SHULHQFHLQKHUDUW7KHFKRLFHRIMHZHOU\
DVWKH¿QDOIRUPLQVLOYHUDQGSRO\PHUDQGDQRWKHUYDULDWLRQLQFKRFRODWHLVDZD\WRHQWKUDOOWKHYLHZHUWKURXJKGHVLUHIRUWKLV
attractive materials.
CLAUDIA HART
Claudia Hart’s Optic NudeRIPLQXWHORRSLVD'DQLPDWLRQSURMHFWHGRQDÀRDWLQJSURMHFWLRQ¿HOGUHQGHUHGWRORRNOLNH
velvet.  Hart’s work closely resembles several aspects of its inspiration, an image by British photographer Jean Straker of a nude 
blond woman who is covered by a dotted light pattern that varies between gridded regularity in the background and sensuous 
___________________________
11 Jennifer Hall, Epilepiform: REM:5, 2001 and 2003, [Artist’s Narrative on Process and Meaning], (ZZZGRZKLOHRUJSK\VLFDOSURMHFWVHSLOHSLIRUPDFFHVVHG$XJXVW
2014. 
12 Roland Barthes, Camera Lucida1HZ<RUN1<+LOODQG:DQJ
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curvature on the body from the chin down. The light pattern over her body has the effect and impact of accentuating it, much 
the way a gossamer-weight fabric dress reveals more than it conceals. Her legs are bisected by the bottom frame of the image 
but there is space over her head creating a darker surround highlighting her light-colored hair and over-emphasizing her slightly 
downcast gaze at the viewer and her dynamic pose with her midline accentuated by longer curving dotted lines in stark contrast 
to the regularity of the light pattern in the background on her side.    
Hart’s source is a starting point for her investigation making her appropriation more inventive than a straight reenactment of 
the original.  Avoiding making a carbon copy of this image, Hart has shifted certain aspects of it that change the meaning, 
PDNLQJLWKHURZQ3URMHFWLQJDQDQLPDWHGLPDJHRIDIHPDOH¿JXUHHQWLUHO\FRYHUHGZLWKDUDQJHRIYLVXDOSDWWHUQVVWURELQJ
OLJKWVLPXODWLRQVDQGVLPXODWLRQRIDFXUWDLQÀXWWHULQJEHKLQGDORQJVLGHDQGDURXQGKHU:KLOHKHUFXUYHVDQGZKROHERG\DUH
HYLGHQWLQFRQWUDVWWR6WUDNHU¶VLPDJH+DUWFRYHUVKHUKHDGPDNLQJLWOHVVDYDLODEOHWKDQWKH¿JXUHLQWKHRULJLQDODQGLQFOXGHV
WKHORZHUOHJV7KHLPDJHUHDGVFORVHO\DVDGpMjYXEXWLWDOVRH[SDQGVLQXQFDQQ\ZD\V
7KH¿JXUHLVOHVVREYLRXVO\GH¿QHGPRUHOLNHDQDSSDULWLRQVLQFHZHFDQ¶WUHDGKHUIDFLDOIHDWXUHVRUDQ\RIKHUVSHFL¿F
DQDWRPLFDOIHDWXUHV:KLOHWKHSRVHLQWKHDQLPDWHGZRUNUHVHPEOHVWKDWRI6WUDNHU¶V¿JXUH+DUWPRGL¿HVLWDQGPDNHVWKHDUP
SRVLWLRQLQJPRUHGUDPDWLFDQGVOLJKWO\PRUHÀDPER\DQWVLPSO\E\UDLVLQJWKHDUPVXS7KHPRYLQJFXUWDLQKDVWKHLPSDFWRI
heightening the elusory quality. Further, using a remix of Buddhist monks chanting for the audio adds a layer of liturgical narrative 
RIDSHUVRQDOMRXUQH\RIGLVFRYHU\GH¿QLWHO\QRWDQDVSHFWRI+DUW¶VVRXUFH6WUDNHU¶VRHXYUHDQGDOOWKHOLEHUDWLRQKHXOWLPDWHO\
DFKLHYHGGRHVQRWFRXQWHUDFWWKHIDFWWKDWKLVZRUNZDVPDGHZLWKLQDWUDGLWLRQRI6XUUHDOLVWSKRWRJUDSK\DQG¿OPSUDFWLFHVZLWK
WKHHPSKDVLVRQWKH¿JXUH¶VGXHOLQJVH[XDOLW\DQGLQDFFHVVLELOLW\DQGWKHKLVWRULHVRIJLUOLHSLFVDQGSLQXSVDQGVWLOO¿WVZLWKLQD
patriarchal discourse about the woman’s body, highlighting her sexual availability.  
,QFRQWUDVWWRFXVWRPDU\VXEMHFWPDWWHUDQGV\PEROLVPLQVXUUHDOLVWDUW+DUW¶VFRYHULQJRIWKHIHPDOHIDFHSULRULWL]HVWKH
LQGHIDWLJDEOHSDWKRIWKH¿JXUHSURPRWHGLQWKHLQVWDOODWLRQRIWKHZRUNEHFDXVHLWLVSURMHFWHGRQDORRS6KHWDNHVWKH
WHPSHUDWXUHRIWKHRULJLQDODQGSURYRFDWLYHO\UDLVHVLWEXWQRWE\IRUHJURXQGLQJWKH¿JXUH¶VVH[XDODYDLODELOLW\LQVWHDGVKH
HPSKDVL]HVWKH¿JXUH¶VDPELJXLW\ZKLOHVWLOOSURYLGLQJKHUFRQFXSLVFHQWSUHVHQFHLQWKHVKDSHRIKHUERG\PDGHHYLGHQWE\
WKHÀRZLQJIDEULFVORZO\PRYLQJDFURVVLW+DUWRSHQVXSWKHPHDQLQJRIKHUERG\FRQVLGHUDEO\7KHSRVVLELOLWLHVDUHH[SDQVLYH
LVWKH¿JXUHLQYROYHGLQVRPHNLQGRIPRQRP\WKDGYHQWXUH",VWKH¿JXUHDVKDGRZDQGSDUWRIDQ2USKHDQQHWKHURUPLUURU
world?  Is she a gargoyle on some kind of fantastical, active stage? Contemporizing the image, Hart turns the monochromatic 
SKRWRJUDSKLQWRD7HFKQLFRORULPDJHZLWKDOXPLQRXVSDOHWWHEDVHGRQEODFNYHOYHWSDLQWLQJV7KH¿JXUHLVDOVRPRYHGIXUWKHU
back into the space of the image so the illusion of the curtain fabric occupies more of the available geography of Hart’s 
animation. 
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The transition away from computer-based media serving the needs of the gaming industry, and its service to the military, has 
been a key component of Hart’s practice, which belies many of the subtle and obvious shifts she makes in Optic Nude. Her work 
is a kind of augmented reality in its suggestiveness incorporating her imagination with the technical processes of the computer.  
She takes the macho depiction of the woman and turns it on its end. Remarking on her representation of the female body, 
VKHQRWHVWKDWLWLVDFRQWUDGLVWLQFWLRQWRJDPHVVKHFUDIWVDSROLWLFL]HGDOWHUQDWLYH³%\XVLQJWKHVDPH'PHGLXPWRFUHDWH
¿JXUHVWKDWUHIHUHQFHURPDQWLFIHPLQLQLW\ZKLOHHVFKHZLQJXELTXLWRXVVWUDWHJLHVRIVSHHGDQGHQGJDPHVKRRWHUPHQWDOLW\,DP
positing feminine beauty and erotic sensualism as a kind of refusal.”13+HUSUDFWLFHKDVEHFRPHZLGHO\LQÀXHQWLDOEHFDXVHRIKHU
alternative to the conventions of computer-animated women as over-eroticized sex pots, downtrodden women, Amazonians, or 
targets for extreme violence. 
YAEL KANAREK 
Yael Kanarek’s Clock: Jerusalem to Tel Aviv of 2010 is a video work on a one year cycle in which we see the highway night 
YLHZRI+LJKZD\IURPLQVLGHDWD[LYDQRQDMRXUQH\WKDWWDNHVDSSUR[LPDWHO\RQHKRXUWRGULYHDQGLVNLORPHWHUVRU
miles.14 The video clips are seen in three simultaneous frames within frames and have been synchronized to a clock at the half, 
three-quarter, and full hours marked by the sounds of church bells, dogs, and crows. The description of the piece from a 2010 
H[KLELWLRQSUHVVUHOHDVH
 Likened to the idea of time travel, the work poses a theoretical beginning in the ancient city, a city under siege, and    
 an ending point in one that is modernized and more free. . . . “Narratives about the struggle over space are universal,”   
 says Kanarek. “I am interested in psychological spaces of action.”15 
7DNLQJWKHVSHFL¿F²DOHQJWKRIKLJKZD\EHWZHHQRQHRIWKHPRVWUHOLJLRXVO\SROLWLFL]HGFLWLHVDQGDPRUHVHFXODUFLW\²WKHDUWLVW
generalizes this particular highway space and place which can be read as a ruse or a subterfuge, a kind of sleight of hand. In an 
LQWHUYLHZDERXWKHUZRUN.DQDUHNUHPDUNHGRQWKLVSLHFH
___________________________
13 &ODXGLD+DUW³%HJLQQLQJDQG(QG*DPHV$3DUDEOHLQ'´Cultural PoliticsYROXPHLVVXH0DUFK
14 The piece includes custom software made with Shawn Lawson. 
15 ³<DHO.DQDUHN1RW\HWQHVV´SUHVVUHOHDVHE\ELWIRUPVJDOOHU\KWWSZZZELWIRUPVFRPH[KLELWLRQV\DHONDQDUHNQRW\HWQHVVSUHVVUHOHDVHDFFHVVHG$XJXVW
2014.
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 What looks like a repetitive video of a road trip at night is in fact a clock that keeps time, the actual present time. You   
 remain on the road in a state of notyetness between these two cities, yet time keeps ticking away. This is a situation that I, 
 in my Israeli self, can come into and engage. I’m looking at “tight places” in the landscape of my reality. Israel/Palestine is   
 one, as I grew up in Israel. It is also a tight place for millions of people, by way of the news media.16
  
The clock acts as a linear measurement and the drive also depends upon linearity—motion in this instance. The receding 
VTXDUHVVXJJHVWWKHGLYHUVHUHJLVWHUVRIWHPSRUDOLW\7KHUHSHWLWLRQRIVSDFHLQVHULDOIRUPFRXOGEHVHHQDVGLVMRLQWHGDQGRXWRI
sync—different experiences of time resemble different experiences with space and place.
  
The time in Jerusalem and Tel Aviv can be seen as occurring differently in Kanarek’s piece. Time is a special issue in Jerusalem 
where the ancient differentiates and determines which group has claims on the present. Time there occurs as an alternation or 
a compression or an extension of a displaced, fractured, contradictory history and illogical model of time, depending upon who 
LVFODLPLQJSULYLOHJH7KLVMRXUQH\LVDERUGHUOHVVWUDQVLWLRQLQDUHJLRQRIWKHZRUOGZLWKFRPSOLFDWHGERUGHUV,IWKHULGHUZHUHWR
travel east, immediately a border would be encountered that distinguishes the Israeli who can move freely from the Palestinian 
who potentially confronts challenges to passage. The clock component of this work denies the transition you experiencing 
RQVXFKDMRXUQH\7KHVLPXODWHGZRUOGFUHDWHVGLVWDQFHIURPWKHVFDOHRIWKHHYHQWVDQGWKHLUSRWHQWLDOIRUIDWDOLWLHVDQG
annihilation. These images become a way for us to expand our world. The passage of time here is literalized by these separate 
frames. 
7KURXJKWHFKQRORJ\ZHEXLOGRXUFXOWXUHDQGRXUFRQ¿JXUDWLRQRIKLVWRU\ZKLFK.DQDUHNKLJKOLJKWVKHUH7KHUHLVDVWUHVVDQG
pressure created by learning about this event and seeing it depicted in multiple states of time. Through repetition, it becomes a 
NLQGRIK\SHUWH[WOLWHUDOV\PEROLFKLVWRULFDOFXOWXUDODQGXQLYHUVDO
JEANNETTE LOUIE
Jeannette Louie’s Amygdala RIPLQXWHVLVDQH[SHULPHQWDO¿OPXVLQJTXDVLGRFXPHQWDU\VW\OH¿OPPDNLQJGLODWLQJ
WKHLULVRIWKHFDPHUDLQDQGRXWRQLPDJHVRIWKHEUDLQWKHERG\¶V¿EHUVDVIRUHVWHGODQGVFDSHLPDJHVRIDJJUHVVLRQDQG
___________________________
16 -DQHW0RUDQ³<DHO.DQDUHN1RW\HWQHVV´Artlog, September 20, 2010, (KWWSZZZELWIRUPVFRPSGIVELEOLRJUDSK\NDQDUHN$UWORJSGIDFFHVVHG$XJXVW
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DQ[LHW\DQGPHGLWDWLYHLPDJHVRIDVROR¿JXUHZLWKDQDUUDWLYHDERXWWKLVSULPLWLYHHPRWLRQDOH[HFXWLYHIXQFWLRQLQJDQGPHPRU\
center of the brain.17,QWKLV¿OPVKHDQWKURSRPRUSKL]HVWKHDPJ\GDODDVIHPDOHUHIHUULQJWRKHUDQGVKHLQWKHQDUUDWLRQ6KH
overlays the computer-manipulated image onto photographs. The layering of the body’s vessels are overlaid with trees and 
forest images, interspersing the remote areas of a dense woods with that of corporeal tissue. Switching back and forth between 
WKHLPDJHVRIWKHERG\SDUWVDQGWUHHVDJDLQVWWKHVN\ÀRZLQJZDWHUZLQGUXVWOLQJWUHHVWKHDSSHDUDQFHRIDSXOVDWLQJVXQ
a close-up iris in view of eyes, a slowly dilating open image of trees, an image of an aggressive barking dog is immediately 
IROORZHGE\\RXQJJLUOLQDVZLPVXLWSOD\LQJZLWKDKRXVHDEOXUU\LPDJHRIDER[HUDGHHSVHDGLYHUFODSSLQJKDQGV¿UH
¿JKWHUVUHVSRQGLQJWRDFDOOD¿JXUHZDONLQJLQWKHZRRGVERWKDORQHDQGZLWKDFRPSDQLRQVHSLDLPDJHVRIWUHHVDEVWUDFW
PRWWOLQJ¿JXUHVLQJDVPDVNVQLJKWYLVLRQLPDJHVRIERPELQJFRPEDWDQGFOLPDFWLFHIIHFWV7KHLPSDFWLVVSHFWUDODQGLOOXVRU\
UHFDOOLQJGUHDPDQGQLJKWPDUHVWDWHVZKHUHLPDJHVUDSLGO\ÀDVK,QWKLVWHFKQRZRUOG/RXLHVD\VWKHERG\LVP\VWHULRXVVSDFH
)URPKHUSHUVRQDOH[SHULHQFHVZLWK3RVW7UDXPDWLF6WUHVV'LVRUGHU376'DQGKHUQHHGWRPDNHVHQVHRIKHURZQGLI¿FXOW
past, Louie presents a story about processing emotion and making sense of anxiety and fear. Video proved an important means 
IRU/RXLHZKRGHVFULEHGWKHSOHDVXUHDQGVDWLVIDFWLRQRILWVUHFRUGLQJDQGKLJKOLJKWLQJFDSDELOLWLHV6KHUHPDUNHG
 Video proved to be the means that would enable me to burrow deeper into human consciousness.  After creating my   
 ¿UVWVLQJOHFKDQQHOYLGHR,NQHZ,ZDVLPPHUVHGLQSXUJDWRU\EXW,FRXOGVHHKRZWKHPHGLXPZRUNHGOLNHDPDJQLI\LQJ 
 glass, illuminating human consciousness as it streamed through daily life.18 
She combines benign and unrelated images in Amygdala to create a sensate portrait of the possibility and oppressiveness 
of the open-endedness of memory. Louie’s depiction of the scope of scenes recall the expansiveness of the mind’s eye. The 
traumatized brain rewires because it has to navigate around and through the anxiety, fear, or terror of past negative experiences.  
Much as the video can be replayed, so the agonizing memory is triggered and the mind recalls the gruesomeness of past events 
which is often felt bodily or results in anxious or phobic responses or both. Within Louie’s compositional structure, the repetition 
of the space of the forest and its recurrence suggests the persistence of certain memories, surrounded by positive, negative, and 
neutral associations.
Louie probes over the surface and then into the brain, contrasting the body’s networked system to that of trees in the forest and 
natural meterological effects with scenes of caution and lethality. French phenomenologist Gaston Bachelard commented on the
___________________________
17 7KHWHDPRISDUWLFLSDQWVLQFOXGHG1DUUDWLRQ%HWWLQD/DPSUHFKW0XVLF6HWK6LPRQ$XGLR(QJLQHHULQJ1LFR%HUWKROGDQG$XGLR$GYLVHPHQW*HQ5XELQ
18 E-mail to author from artist, June 9, 2014.
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UHODWLRQVKLSEHWZHHQDFWXDODQGSV\FKLFVSDFHDVWKDWRILPPHQVLW\EHFRPLQJDNLQGRIGD\GUHDPZLWKDOOLWVLQ¿QLWHSRVVLELOLWLHV
limited only by the imagination of the dreamer. Such imaginings convey what Bachelard terms “the consciousness of 
enlargement” where the protagonist is able to engage in chimerical meditation.19
RANU MUKHERJEE
,QIRXUK\EULG¿OPVE\5DQX0XNHUMHH²Ecstatic Picture, spilled milkRIPLQXWHVFRQVLVWVRIDQHFVWDWLFSLFWXUHDQG
spilled milk; Nearing and ViewingRIPLQXWHVORRSLVPDGHXSRILPDJHVRIEHHVEHHKRXVHVWRUHIURQWOLQJKDP
\RQLURVHVFDVKUHJLVWHUL3DGDUFWLFFDPSLRQÀRZHUVSXUSOHPRXQGVRODUSDQHOVKRQH\FRPEZLOGSLJLQFHQVHEULFNV
MDJXDUVWDWLFKDQGVKRQH\ZDWHUPRSVWDLUZHOOPDFDZVOHPXUVFKXUURVKHHSWHPSOH]RRFKLPHUDRadiant Chromosphere 
(move towards what is approaching)RIPLQXWHVORRS¿HOGVDZDLWLQJGHYHORSPHQWJUDIWHGRUFKDUGOHPRQVSOXPV
cherries, pears, grapes, peaches, solar panels, gazebos, Old Almaden house, winery porch, Sindhi book, rice, incense, bricks, 
GDQFHU¶VGUHVV*DQHVKDREMHFWVQDNHFKDUPVEDVNHWHVSUHVVRFXSGLVKUDFNRQWDEOHVOHHYHSXUVHWUHDWPHQWWDEOHL3DG
awning, museum bricks, honeycomb, macaws, California pepper tree, turtle, light, color, space weather; and Xeno-real of 2013 
PLQXWHORRSLVFRPSULVHGRIDKLJKGHVHUWERG\QRLVHIDVKLRQPRGHOVSURWHVWHUVVHUYLFHGRJVXQGHDG&DOFXWWD$UW
Studio, 19th century sun, and dust—the artist explores the lived experience as fantasy, conveying details through historical 
DQGFRQWHPSRUDU\HWKQRJUDSKLFGHWDLOVRIZHVWHUQDQGHDVWHUQVRFLHWLHV6KHFDOOVWKHVHFRPSXWHUEDVHGZRUNV³K\EULG¿OPV´
EHFDXVHRIWKHPXOWLWXGHRIREMHFWVZLWKLQHDFKZKLFKWKHYLHZHUUHDGVDVVLWXDWLRQVEHFDXVHRIWKHOLQHDUSURJUHVVLRQRIWKH
¿OP,QWKHPHGLXPOLVWLQJIRUHDFK¿OPVKHFDWDORJVWKHDUUD\RIUHIHUHQWVDQGREMHFWV7KHVHOLVWVDUHLQFRPSOHWHEHFDXVH
WKHUHLVDQLPSUHVVLYHQXPEHURIVLWXDWLRQVLQHDFKK\EULG¿OP,Q Xeno-real as one example, the artist takes the viewer through 
DVHWRIPHWURORJLFDOHIIHFWVWKDWVZHHSWKHODQGVFDSHDQGDGGVREMHFWVDQGSODFHVZLWKHDFKSDVV7KDWLVWKHEULHIHVW
HVWLPDWLRQRIZKDWVKHKDVRFFXUULQJLQWKHXQIROGLQJRIKHUYLVXDOV7KURXJKKHULPDJHU\VWUDWL¿FDWLRQ0XNKHUMHHHPSKDVL]HV
GLVFRQQHFWLRQFRQQHFWLRQOD\HULQJEODQNHWLQJFDPRÀDXJLQJDQGHQFDVHPHQW+HUSK\VLRJUDSK\LVRQHRIFRQYHUJHQFH
wherein the viewer ceases to grasp the digital and non-digital realms. The artist has abandoned singularity in favor siting her 
imagery in multiple spheres where the social merges with the material. The visual pathways in her work shows how the digital 
SHUPLWVKHUWRDEDQGRQVSHFL¿FLW\LQWKHLPDJLQJRISK\VLFDOORFDWLRQDQGREMHFWV
Instead the artist uses the electronic to transform the intermingling and converging of realms, societies, cultures, imaginations, 
___________________________
19 Gaston Bachelard, The Poetics of Space: The Classic Look at How We Experience Intimate Places, Translated from the French by Maria Jolas with a new Foreword by 
-RKQ56WLOJRH%RVWRQ%HDFRQ3UHVV
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DQGUHDOLWLHV,QWKHVH¿OPVWKHLQGLYLGXDOIRUPVDUHPRVWO\RIUHFRJQL]DEOHREMHFWVUHFRQWH[WXDOL]HGLQWRQHZUHODWLRQVKLSV
which often collapse or otherwise reshapes and refashions experience so they now imbricate in impossible ways. The public is 
PHUJHGZLWKWKHSULYDWHDQGWKHSDVWLVPHUJHGZLWKWKHSUHVHQW²VHSDUDWLRQQRORQJHUH[LVWVLQ0XNKHUMHH¶VZRUNV7KHK\EULGLW\
becomes a metaphor for individual and collective memory and communication which have accelerated considerably with the 
digital revolution.  
7KLVTXLFNHQLQJKDSSHQVDWWKHH[SHQVHRIUHÀHFWLRQDQGVRPHWLPHVFRPPRQVHQVHRQWKHPLFUROHYHORIWKHLQGLYLGXDORU
family and the macro level of the nation or culture. The merging of these divergent elements in muddled levels, often so dense as 
WRREVFXUHPHDQLQJRULQGLYLGXDOLVP7KHQRPDGLFDQGLWLQHUDWHGRPDLQVUDGLDWHRXWZDUGLQ0XNKHUMHH¶VVXUUHDOUHRUJDQL]DWLRQ
of rationality and physicality into the imagined and immaterial.
The artist leaves some of her processes of production in evidence with the focus on the two-dimensionality of the images within 
KHU¿OPV7KHDUWLVWWHUPHGWKLVDVSHFW³PDNLQJWKHFRQVWUXFWLRQYLVLEOH´20  7KLVÀDWWHQLQJFRQYH\VDWUDQVLHQFHDQGDÀHHWLQJ
QRWLRQRIWKHUHDO:KLOHWKHFRQMXQFWLRQRIWKHVHVHHPLQJO\LQ¿QLWHREMHFWVDQGVSDFHVRSHQVXSSRVVLELOLW\WKHDUWLVWXVHV
WKHRYHUÀRZLQJVWDJHRIKHUZRUNWRSUHVHQWDEXQGDQFHDQGGH¿FLHQF\VLPXOWDQHRXVO\²DQDSWPHWDSKRUIRUWKHFLUFXODWLRQRI
knowledge and communication during the trade and transmission of digital culture.
7KHUHLVQHYHUDSDXVHLQ0XNKHUMHH¶VKDOOXFLQDWRU\VSDFHV$UHPQDQWRIKHUSDVWEDFNJURXQGLQVDPSOLQJVKHZLOOLQJO\FUHDWHV
SDWWHUQHGMXPEOHVWKDWKDYHDORJLFZKHQVKHFRKHUHVKHUREMHFWVDQGVHWWLQJVWRJHWKHU6KHKDVHOLGHGLQWLPDWHDQGLPPHQVH
into singular geographic sites or amalgamated personal perspectives. She intermingles and co-mingles the desert, forest, 
paradise, cities, arenas, furniture, body parts. It is a similar visual ride to the progressive and regressive slide between the macro 
DQGPLFURLQWKHGRFXPHQWDU\VKRUW¿OPPowers of Ten of 1977 by Charles and Ray Eames. 
MARY BATES NEUBAUER 
Mary Bates Neubauer uses data to create 2D and 3D shapes, such as those seen in Data Streams Series. This group of six 
IUDPHGSULQWVVKRZFDVHJHRPHWULFVLPSOL¿HGIRUPVUHVXOWLQJIURPKHUPDQLSXODWLRQRILQIRUPDWLRQWRUHDOL]HLPDJHV8VLQJORQJ
streams of data about everything from local events to geophysical phenomena, she crafts screen-view renderings or produces
___________________________
20 E-mail from artist to author, June 16, 2014.
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VFXOSWXUHIURP'FRPSXWHU¿OHVLQWRUDSLGSURWRW\SHV:KHUHDVGDWDXVXDOO\ORRNVPXQGDQHDQGLQ¿QLWHVLPDOH[FHSWWRWKH
mathematics researcher, Neubauer uses it as the basis for her aesthetic and in the service of her artistic vision. Numbers come 
alive and take form in her work. She sees within data the recording of cycles over time in a visual way. Usually it is hidden from 
view, which the artist confounds and puts on display as the underlying scaffolding for her art making it visually accessible.
2QHRIWKHIDVFLQDWLQJDVSHFWVRIKHUZRUNLVWKDWVKHWUDQVODWHVPHFKDQLVWLFSURFHVVHVWKHSHUXVDODQGFRQVXPSWLRQRIGDWD
into expressive structures. Contemporary society has a fetish for information as a resource, which she then translates into 
REMHFWVDQGYLVDJHVRIWKHHYRFDWLYHRUWKHEHDXWLIXO6KHQRWHVWKDW³LQIRUPDWLRQSURFHVVHVDUHQRWLQWXLWLQJ´21 As such, she 
PDQLSXODWHVWKHPLQVXFKDZD\WKDWVKHFDQLQWHUVHFWWKHHPSLULFDOOH[LFRQLQWRRULJLQDOFRQ¿JXUDWLRQV:LWKDOOWKHLQVWUXPHQWV
available to collect, store, and interpret data, it almost dominates our existence being inescapable from our daily lives where 
ZHGLJHVWYDULHGQXPHULFDOELWVLQWRIUDPLQJHOHPHQWVIRURXUOLYHV7KHVHREMHFWVGRQRWQHFHVVDULO\KDYHDQ\UHODWLRQWRWKH
data and usually the resulting images are non-referential. Interestingly, only certain data streams result in clear patterns to 
translate into art. To add to the mystery of her imagery, the artist uses an unreal palette, often marked by highly saturated 
FRORUVDQGRFFDVLRQDOO\ERUGHULQJRQÀXRUHVFHQFH1HXEDXHUVDLGWKDWGDWDDERXWGLDEHWHVFDPHRXWFKDRWLFDQGGDWDDERXWD
FRUSRUDWLRQZDVGLVUXSWLYHDQGQRWZKROH7KHYLHZHUFDQVWXG\HDFKSLHFHDQGXVXDOO\VHHVRPHNLQGRIQDWXUDOREMHFWVXFK
as pods or shells.  But her data streams rely on the patterns, which the artist then transforms into sculptural. Through these 
ZRUNVVKHVKRZVXVWKHLQWDQJLEOHLQUHDOVSDFHDQGWLPHDVREMHFWV6KHLVYLVXDOL]LQJWKHVFLHQWL¿FDQGWHFKQLFDOWKURXJKKHU
imagination—by her selection of scale, surface, and color, among other features. 
6WHHSHGLQWKHPRGHUQLVWWUDGLWLRQV1HXEDXHUKDVWRKDYHD¿QDOSURGXFWZLWKDSK\VLFDOLW\VRVKHWUDQVODWHVLQIRUPDWLRQ
VSHFL¿FVLQWRWKHUHDOHLWKHULQ'RU',QFRQWUDVWWRPDQ\DUWLVWVXVLQJFRPSXWHUEDVHGPHGLDLQWKHLUSURFHVVVKHZDQWV
her hand in evidence, an outcome of her training in metal and ceramics. Also, she accomplishes the visualization of “a kind of 
synaesthesia between numbers and geometry,” a nod to her modernist sensibility wherein the vast realm of art contains within it 
utopian worlds apart from current times.
7KHUHLVDVHUHQLW\WR1HXEDXHU¶VSULQWDQGVFXOSWHGZRUNV6HHLQJWKHUHDOEDVHGXSRQWKHPDQLSXODWHGTXDVLVFLHQWL¿F
material unexpectedly conveys a kind of sensuousness, such as one experiences in touching something worn like old wood.
7KHDUWLVWFUDIWVVWUXFWXUHVDQGFRQ¿JXUDWLRQVZLWKXOWUD¿QHVXUIDFHV6RPHDUHH[WUHPHO\VPRRWKZKLOHRWKHUVDUHWH[WXUHG
ZLWKLUUHJXODULWLHVDFURVVWKHREMHFW¶VSUR¿OH$IWHUORRNLQJDWVHYHUDORIKHUGLIIHUHQWJURXSVRIZRUNVWKH\EHJLQWRUHVHPEOHOLWWOH
fetishes or toys or playground structures—anything that might have some fun or desire attached to it. The anonymity of her
___________________________  
21 E-mail to author from artist, August 11, 2014.
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REMHFWVZLWKDEVHQWOHJDFLHVEHLQJSXOOHGZKROHFORWKIURPWKHQXPHULFDOGDWDVWUHDPKDVDNLQGRIVRRWKLQJUK\WKPWRLWPXFK
OLNHDKDUPRQLRXVDQGFRQFXUUHQWPXVLFDOFRPSRVLWLRQ7KDWVKH¶VDEOHWRUHDOL]HVXFK¿QLVKZLWKRXWUHIHUHQFLQJLQGXVWULDOO\
SURGXFHGREMHFWVLVDQLPSUHVVLYHIHDWJLYHQWKDWKHUSURFHVVLQPDQ\ZD\VUHVHPEOHVDXWRPDWHGPDVVSURGXFWLRQEHFDXVHRI
her reliance on the data for the blueprint of the work. 
MARIE SIVAK
Marie Sivak’s two sculptural installations are amalgamations of carved stone which she then enlivens through the insertion of 
LQWHUQDOYLGHRSURMHFWLRQVYLVLEOHWKURXJKWKHQHDUO\WUDQVSDUHQWVWRQHAftermath of 2009-2011 is video, a carved stone, and steel 
sculpture and Vicious of 2012 is carved stone, video, aluminum plate, and rare earth magnets sculpture. The contrast of the 
VWDWLFPDVVRIWKHVWRQHHYHQZKHQLWLVFDUYHGLQWRDWKLQYHQHHUZLWKWKHVSHFWDFOHRIWKHYLGHRSURMHFWLRQFUHDWHVDWUDQVLWRU\
sense to the surface and to the meaning of the sculpture as a whole. In each the video has the effect of enlivening the sculpture’s 
DSSHDUDQFHZLWKDQHSKHPHUDODVSHFW:HORRNDWWKLVVROLGPDVVRIPDUEOHDQG\HWLWLVLQDVWDWHRIÀX[ZLWKWKHSDVVDJHRIWKH
video over time. It is a wicked sort of inversion, given the long art historical tradition of marble as the medium for permanency in 
sculpture. In contrast, video has a more recent history, heavily steeped by the viewer because of its associations with television 
DQG¿OPWRIXQFWLRQDVDTXLFNFRQYH\DQFHRIPHDQLQJZKHWKHULWVQDUUDWLYHLVOLQHDURUQRQOLQHDU%HFDXVHRIWKHLQWULFDWH
challenges and technical virtuosity involved in carving marble, the artist may make rapid, split-second choices in rendering the 
surface, but sculpting it is largely an intentional and purposeful act. In contrast, video is much less expensive a material and 
much more forgiving of the artist who wants to make small changes along the way. Converging the less spontaneous handmade 
PDWHULDODQGWKHPRUHVSRQWDQHRXV²UHODWLYHO\VSHDNLQJ²PHFKDQLFDOPHGLXPDI¿UPVWKHSUHVHQFHRIHDFKDQGWKHPHDQLQJ
each conveys separately and together.
In Aftermath, a white small-scale marble bed with pillow and rumpled blanket are mounted on a steel bed frame. As the viewer 
approaches the piece, the motion of the video draws one in closer where a woman’s head is seen lying down on the pillow.  In 
one sense, the title here tells of the repercussions and consequences when a love affair ends. The individual no longer the 
EHORYHGLVQRZOHIWDORQHWRPDNHVHQVHRIWKH¿QDOVHSDUDWLRQ$PRUHWUDJLFOHYHOWRWKLVSLHFHLVWKHVXJJHVWLRQWKDWWKLVVPDOO
EHGLVDFKLOG¶VEHGDQGWKHEHGGRHVQRWKDYHDQDFWXDO¿JXUHRQO\WKHRQHLPSOLHGE\WKHLPDJHLQWKHYLGHR7KLVVFHQDULR
could be one of the lost child or it could be that this bed was the site of violence. The marble here has the impact of permanence 
since it is the material so often used in mausoleums and crypts. The contrast between the solemnity and certitude of the marble 
VSHDNVWRVLJQL¿FDQWWKHPHVVXFKDVORYHYLROHQFHRUGHDWK$QGLWLVLPSRVVLEOHWRORRNDWDUXPSOHGEHGLQDVFXOSWXUDO
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installation without recalling British artist Tracy Emin’s scandalous Bed of 1999 constructed out of the stained, messy, and 
ÀDJUDQWSURSVLQWKHOLIHRIWKHSDUW\JLUO6LYDN¶VVFXOSWXUHUHDGVDVFRPSDUDWLYHO\PRUHVROLGZLWKDPXFKPRUHVROHPQPRRG
Vicious has a multitude of elements by comparison. A scattered array of varying shaped limestone, marble, and travertine 
HQYHORSHVVXUURXQGDYLGHRSURMHFWLRQDWWKHFHQWHU7KHHQYHORSHVORRNDVLIWKH\KDYHEHHQWKURZQDVLGHUHVXOWLQJLQWKH
splayed arrangement or a wind has blown them in different resting places. There are no letters on the envelopes, but in the 
video, a hand moves and manipulates small letters, caressing some and shifting others. The video is seen through a three inch 
WKLFNEORFNRIVWRQHZLWKQDWXUDOO\RFFXUULQJ¿EHURSWLFVZLWKDUHDVRIRSDTXHQHVVZKLFKDGGVDQREVFXULQJHOHPHQWWRWKH
video’s narrative. It is a dream or memory world and is not as sharply focused as the clarity one would experience in the world 
of empirical observation. The actual words or message of the letters in the video is unclear. In combination with the envelopes 
and the title, the narrative here is one of decision-making about language. Who decides what to write, who decides how it will 
be received?  What if the interpretation diverges from the intention? What if the words have preconceived, conscious referents 
or what if they are arbitrary?  Is a symbol clearly understood? The title suggests that this stack of envelopes is a pile of love 
letters gone astray after an affair ends. The brutality of the harsh word, as suggested by the title, wounds the lover more than 
correspondence between acquaintances. The confounding arrangement and re-arrangement of the letters by the woman’s hand 
in the video extends the idea that language is not inherently transparent, being laden with cultural, psychological, and personal 
content.
CAMILLE UTTERBACK
In her generative animations Fluid StudiesRIPLQXWHV&DPLOOH8WWHUEDFNKDVFUHDWHGYLGHRSDLQWLQJVRQWZRVFUHHQV
which resemble layered abstract paintings with a delicate palette of moderately saturated and nearly translucent forms that glide, 
ÀRDWRUODQGZLWKLQDEURDGVSDFH7KLVPRGHVWVHWRIDQLPDWLRQVKDVDQLQWHQVHOHYHORISOHDVXUHDVVRFLDWHGZLWKLWPXFKWKH
VDPHDVJOLPSVLQJWKHXWRSLDQLVWPRGHUQLVWQRQREMHFWLYHSDLQWLQJUHIHUHQFLQJQRWKLQJEH\RQGLWVERUGHUV6XFKDGLVWLQFWLRQ
separates Utterback’s images from the real, even as the title and sub-titles tell the viewer that the relatively slow movement 
RUVWLOOQHVVRIWKHIRUPVZLWKLQWKHDQLPDWLRQGHSHQGXSRQWKHYLVFRVLW\RIWKH³ÀXLG´UHSUHVHQWHGLQHDFK7KHVXPSWXRXV
treatments of the passage of water are aesthetically-appealing. Connecting the body’s ability to make marks and render a 
surface in digital animation is a new kind of conceptual approach to visual imagery.
Utterback’s Fluid Studies set the entire scene in front of the viewer. The forms within the animation move at a slow pace, 
24
GHOD\LQJUHÀHFWLRQDQGDOORZLQJIRUPHGLWDWLRQ7KHYLHZLQJSURFHVVHQDEOHVVORZFRQVXPSWLRQDQGJUDGXDOGLVFRYHU\
FKDOOHQJLQJWKHYLHZHUWRORRNDQGPRYHLQDSURORQJHGZD\7KHREMHFWVDQGIRUPVÀRDWZLWKLQWKHVSDFHRIWKHDQLPDWLRQ7KH
motion is lively in a deliberate manner and not static. The viewer can absorb all the details with such in-depth scanning. The 
emphasis is on stillness and quietude. They are a remedy to the disruption and activity of modern life and the usual accelerated 
pace of digitized communication. The subtlety of the images in the animation convey stillness and calm.  The painterly simplicity, 
the range and variety of tones, and the dissimilar treatment of the forms within the composition recalls Six Permissions, the 
IDPHGWKLUWHHQWKFHQWXU\&KLQHVHLQNRQSDSHUSDLQWLQJ8WWHUEDFN¶VFRPSRVLWLRQLVDUUDQJHGDV\PPHWULFDOO\DQGWKHREMHFWV
progress in disparate and divergent rhythms.
ADRIANNE WORTZEL
Beginning at the start of the 21st century, Adrianne Wortzel has had a successful career creating technologically-based work. 
The three works by which she is represented in this exhibition show the breadth of her interests in new technologies and virtual 
networks. Through her collaborations with scientists and technicians, she creates complicated installations which easily engage 
the viewer because of the clarity of her conceptualizations. These resulting works allow her to explore ways of knowing and 
VWRU\WHOOLQJWUDGLWLRQVGH¿QHGDQHZE\FRPSXWHUEDVHGPHGLD7KHUHLVDQDQHFGRWDOOD\HURIWKHZRUN
.LUXIURP&DPRXÀDJH7RZQ of 2001 is a networked robot installation, website, computers, and video camera, the viewer works 
remotely online to manipulate the movements and actions of “Kiru,” a four-foot tall telerobotic that participated with exhibition 
YLVLWRUVIRURQHPLQXWHHDFKDQGWKHQEURDGFDVWVLWVHQYLURQPHQWWRWKHLQWHUQHW7KLVZRUNZDV¿UVWVKRZQDWData Dynamics 
at the Whitney Museum of American Art, curated by Christiane Paul and on view from March 22 through June 10, 2001. Kiru’s 
KDELWDWLV&DPRXÀDJH7RZQZKLFKLVDSVHXGRVSDFHIRUPLOLWDU\SUDFWLFHDQGHQJDJHPHQWV7KHGLPLQXWLYHVWDWXUHRI.LUX
DGGVWRKLVVLJQL¿FDQFHPDNLQJKLPPRUHDFFHVVLEOHWRWKHYLHZHUVLQFHKHLVLQWKHVXEGRPLQDQWSRVLWLRQDQGLVVPDOOHU
than life size. The viewer interacts with a robot who has a curmudgeonly collection of personalities, programmed as he is to 
RIIHUXQVROLFLWHGDGYLFHDQGRSLQLRQV,WKDV¿YHGLIIHUHQWUROHVZL]DUGOLEUDULDQRIMX[WDSRVLWLRQVSKLORVRSKHUSUHDFKHUDQG
VWRU\WHOOHU7KHUHLVDVL[WKRSHQHQGHGSHUVRQDOLW\RIDEODQNVODWHWKDWÀRDWVIUHHO\LQ.LUX¶VSV\FKHDQGRFFDVLRQDOO\SHUFRODWHV
to the surface.
Battle of the PyramidsRIFRQVLVWVRIWZHQW\RQHWR\VUHSXUSRVHGLQWRDPLQLDWXUHEDWWDOLRQLQVWDOOHGZLWKYLGHRSURMHFWLRQ
and endlessly re-enacting a military battle from a battle in 1798 between the French army under Napoleon Bonaparte and local
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Egyptian tribal soldiers. Here Wortzel analogizes the military and entertainment complex through new technologies, making 
the relationship intimately clear. She used the popular mechanical Elmo doll and converted it from its cuddly identity to that of 
DQRQ\PRXVOLWHUDOO\PHFKDQL]HGVROGLHU6KHV\QFKHGWKH¿JXUHVXVLQJPLFURFRQWUROOHUVWKDWPRYHWKHDUPVLQV\QFKURQL]HG
sequences and motions and to fall down and roll up to return to a standing pose. The call to arms here and the former 
playfulness of the diminutive robots is both shocking in its rigidity and obscurity and the gestures of the loving pretend toy now 
become rigid motions in battle or its re-enactment. Children’s risky play, a biotechnological phenomenon that aids in a child’s 
development, is here taken to an unusual end where the toy becomes the soldier in a clear alignment of defense and pretend.
7KHYLGHRSURMHFWLRQUHDGVOLNHDWUDLQLQJ¿OPWRDLGVWUDWHJLVWVDQGVROGLHUVIRUIXWXUHHQJDJHPHQW
Solace and Perpetuity, a life storyRILVDERRNSURMHFW,WFRQVLVWVRIDJURXSRIGRFXPHQWVZULWWHQE\WKHDUWLVWRYHU
DSHULRGRIWZHQW\\HDUV7KHUHFRQ¿JXULQJRIWKHOLQHDULW\RIWKHWH[WKDVURRWVLQDQHDUOLHUK\SHUPHGLDLQWHUQHWERRNThe 
Electronic Chronicles of 1994-95. The document has been deconstructured and disordered using a computer algorithm so that 
the resulting text is always individualized and never the same as any other. The documents are randomized, making another 
layer of material for disorder in the situation of this work. Computer technologies make the processing of the wording into 
absolutely individual forms of her writing. The different guises of the work reminds of the many roles an individual adopts in life.  
It even becomes a metaphor for role-playing.
JANET ZWEIG
Janet Zweig’s Professor Obsessive and His Two CompulsionsRIVHFRQGVLVDSURWRW\SHIRUDSXEOLFDUWZRUN,WZDV
intended as a didactic, instructional tool to inform the public about her idea for a more complex work later realized, installed, 
DQGSODFHGRQYLHZLQLQPRGL¿HGIRUPDVPedestrian DramaLQ0LOZDXNHH:LVFRQVLQ)RUWKH¿QDOZRUNVKHFROODERUDWHG
ZLWKDUHDZULWHUVDQGDUWLVWVWRDGGDORFDOGLPHQVLRQWRWKHSLHFHRQFHLWZDVUHDOL]HGLQ¿QDOIRUPWKRXJKWKHXVHRIWKHÀLS
ERRNIRUPUHPDLQVWKHGHSLFWHGGUDPDVLQYROYHPRUHFKDUDFWHUV=ZHLJ¶VVLPLODUÀLSSLQJDQLPDWLRQVFXOSWXUDOLQVWDOODWLRQVKDYH
DSSHDUHGLQWUDLQVWDWLRQVDQGDLUSRUWVWKHWUDYHOHUVHHVWKHDQRQ\PRXV¿JXUHVDVWKHPDVVWKHSXEOLFWKHSRSXODFH²LQRWKHU
ZRUGVWKHWUDYHOHU7KHÀLSSLQJLPDJHKDVORQJEHHQDQDQDORJZD\WRFRQYH\WUDQVSRUWDWLRQVFKHGXOHVLQWUDLQVWDWLRQVDQG
airports because it can be rapidly changed and can communicate details rapidly.    
,QWKLVSLHFH=ZHLJXVHVREVROHWHWHFKQRORJ\DVWKHEDVLVIRULWVLPDJHVSHFL¿FDOO\VKHDQLPDWHVWKHÀLSERRNDQGWKHQORFDWHV
LWZLWKLQDFRQYHQWLRQDOEODFNVWDJHKHUHDEODFNER[ZKLFKFUHDWHVDNLQGRISURVFHQLXPDUFKDURXQGWKHDFWLRQIUDPLQJLWDQG
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WKXVKLJKOLJKWLQJLW,QYHQWHGLQWKHÀLSERRNUHOLHVRQSHUVLVWHQFHRIYLVLRQVRWKDWWKHYLHZHUH[SHULHQFHVWKHLOOXVLRQDV
FRQWLQXRXVDQGVXFFHVVLYH&RPELQLQJDQLPDWLRQSKRWRJUDSKLFLPDJHVDQGDPHFKDQL]HGYHUVLRQRIWKHÀLSERRNWKUHH¿JXUHV
PRYHEDFNDQGIRUWKRUVORZO\LQWHUDFW2QWKHOHIWWKHUHLVDVLQJOHEHVSHFWDFOHGPDOH¿JXUHZKRSDFHVEDFNDQGIRUWK2QWKH
right, there are two sections—approximately the same size as the left area, but these are divided in half, each containing a single 
IHPDOH¿JXUHZKRIDFHVWKHRWKHUDQGUREHVDQGGLVUREHVKHUMDFNHWEHIRUHSDVVLQJLWRQWRWKHRWKHU¿JXUH
7KHLQWHUDFWLYHFRPSRQHQWLVWKDWWKHYLHZHULVVXSSRVHGWR³WULS´WKHDFWLRQYLDPRWLRQGHWHFWRUDQGJHWWKHÀLSERRNPRYLQJ
7KHGHWHUPLQLVWLFVHTXHQFHRIWKHSDWKRIWKH¿JXUHVUHFDOOVWKHIDVFLQDWLRQRIWKHDXWRPDWRQLQZKRVHUHSHDWHGPRYHPHQWV
there are little bits of childish pleasure and amusement in watching the sequence played out and repeated. The viewer 
becomes immersed in the display of the situation, but is uncertain exactly what the unfolding drama indicates. The deterministic 
pattern of the professor and his two proteges interact but never fully converge in their paths seem like a funny little drama of 
PLVXQGHUVWDQGLQJRUWKHLQDELOLW\WRFRQQHFWWKHVWXIIRIPDQ\URPDQWLFFRPHGLFQRYHOVDQG¿OPVZKHUHWKH¿JXUHVWU\WRUHODWH
but somehow always miss.  
Because Zweig relies on the photographic image here, the voyeurism of the viewer in observing a private drama cinematically 
XQGHUOLHVWKHJUDPPDURIWKH¿JXUHV¶PRWLRQVDQGSDWKV,WLVWHFKQRORJ\REVROHWHDQDORJWHFKQRORJ\DVWKHDWHU7KHUHVSRQVH
HQYLURQPHQWWUDFNVRXUPRYHPHQWVZKLOHZHWUDFNWKDWRIWKH¿JXUHV7KHFRQFHSWLVVLPSOHDQGVWUDLJKWIRUZDUG7KHIDQWDV\
is playful and engaging because we are in the know. We may not fully understand the scope of the intended narrative, but the 
viewer does not have to have sophisticated understanding of elaborate computing languages and schemes in order to peek 
LQDQGHQJDJHLQWKHOLWHUDOO\XQIROGLQJVFHQDULR7HFKQRORJ\LVRQHRIWKHPHDQVRUGHYLFHVLQ=ZHLJ¶VWRRONLW6KHQRWHGWKDW
“mechanical and digital devices have helped me to make work that is generative and to create dynamic experiences.”22  The 
technology here is a means to end, giving the artist ways to engage the viewer while exploring the whimsical in the small 
interaction. The complexity is in the relation of the depicted characters. The viewer wonders what the psychological interplay is 
KHUHJXLGHGE\WKHWLWOHWRWKHUHODWLRQVKLSEHWZHHQWKHROGHUPDOHDXWKRULW\¿JXUHDQGKLVWZRPXFK\RXQJHUZRPHQGHYRWHHV
In much technological work, the small encounter between people is lost in favor of big, splashy dramatic or violent action or in 
massive scale. Here, our attention is repeatedly drawn to such a human interaction and a small engagement to the point that we 
become fascinated by the situation without the glamour of the usual spectacle accompanying the use of technology.
___________________________
22 E-mail to author from artist, June 23, 2014.
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GRIMANESA AMORÓS / Statement 
grimanesaamoros.com
2014 -15 Estelle Lebowitz Visiting Artist in Residence
*ULPDQHVD$PRUyVLVDPXOWLGLVFLSOLQDU\DUWLVWZLWKGLYHUVHLQWHUHVWVLQWKH¿HOGVRIVRFLDOKLVWRU\VFLHQWL¿FUHVHDUFKDQGFULWLFDO
WKHRU\ZKLFKKDYHJUHDWO\LQÀXHQFHGKHUZRUN$PRUyVLVWKHUHFLSLHQWRIVHYHUDOJUDQWVZKLFKLQFOXGHWKH1DWLRQDO(QGRZPHQW
for the Arts Visual Artist Fellowship - Washington DC, The Travel Grant Fund for Artists, and the NEA Arts International - New 
<RUN1<6KHKDVH[KLELWHGFUHDWHGSXEOLFZRUNVDQGSDUWLFLSDWHGLQ¿OPIHVWLYDOVLQWKH8QLWHG6WDWHV(XURSH$VLDDQG/DWLQ
America; among some of the recent are 125 Maiden Lane, New York, NY; La Fragua Tabacalera, Madrid, Spain; Georgian 
1DWLRQDO0XVHXP¶V1DWLRQDO*DOOHU\7ELOLVL*HRUJLD&$)$$UW0XVHXP%HLMLQJ&KLQD+DUSHU¶V%D]DDU$UW$UW%DVHO+.
Hong Kong, China; CASAmerica, Madrid, Spain; INNOV8 Festival, Lafayette, LA.
Since childhood Amorós has been attracted to the abstract visual quality of landscapes – whether it is the procession of the 
WHUUDFHGVWHSVRIVXFKSODFHVDV0DFKX3LFFKXRUWKHSDWFKZRUNSDWWHUQVRIWKHIDUPODQGVWKDWVKHHQFRXQWHUHGZKLOHÀ\LQJRYHU
Israel. The pure aesthetic of these manmade vistas stand out in stark contrast to the untouched quality of their environs. Seen 
IURPDERYHWKHLQGLYLGXDOFLUFXODU¿HOGVUHYHDOLQWULFDWHDQGXQLTXHGHVLJQV7KHYDVWQHVVRIWKHVHODQGVFDSHVPRYHKHUDQG
Amorós found herself astounded by the amount of technology necessary for the creation of these landscape marvels.
Amorós researches the locations, histories, and communities of the installation sites of her public works and is inspired by 
3HUX¶VKLVWRU\IRUKHUDUWEXWVKHGRHVQRWKROGDQHVVHQWLDOLVWRUQRVWDOJLFYLHZRIKHUVXEMHFW+HUSURFHVVUHPDLQVRUJDQLFDQG
instinctive. This intuitive relationship to technology is a distinctive feature of her practice. Amorós’s work incorporates elements 
IURPVFXOSWXUHYLGHROLJKWLQJDQGFXWWLQJHGJHWHFKQRORJ\WRFUHDWHVLWHVSHFL¿FLQVWDOODWLRQVWKDWHQJDJHDUFKLWHFWXUHDQG
create community. 
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GRIMANESA AMORÓS / Images
Amorós uses innovative materials, LEDs, lighting programs, and video animation to illuminate the gallery space. The 
VFXOSWXUDOLVODQGVRIVKLPPHULQJZKLWHEXEEOHVULVHXSZDUGDQGRXWZDUGIURPWKHÀRRURIWKHJDOOHU\WRFRQYH\DVHQVH
of wonder and playfulness. The bubbles that form the islands are part of modular units and layers. Amorós multiplies 
and arranges the units into structures that can become monumental in scale and appear to be a solid mass; while at the 
same time appearing to be weightless, buoyant, and ethereal. As visitors walk around, they will encounter and react to its 
presense and magic of her beloved Uros Islands in Lake Titicaca.
Light Between the Islands #2, 2013
LEDs, diffusive material, custom lighting sequence, electrical hardware
6’ 7” x 9’ 6” x 1”
Images courtesy of the artist
Detail
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Miranda mixes imagery of circuit boards, ancient Incan 
monuments, Incan sun masks, and an animation of the 
artist’s face transformed by the lines of totora reeds. 
These images are then combined with video footage of 
waves forming seafoam washed up onto the Peruvian 
FRDVWOLQH¿OPHGEHWZHHQVXQVHWDQGPRRQULVH±IRUVHYHQ
consecutive days, by the artist. Amoros shares with us 
the impressive and miraculous change in light from day to 
day, creating as sense of wonder. The name, ‘Miranda’ is a 
female given name derived from a Latin word meaning “to 
be admired”.
Miranda demonstrates how the striving for resources has 
led us not only to the abyss of the social and political 
climate in regions such as the Middle East but also to 
impressive and innovative new technological environmental 
VROXWLRQV7KLVZRUNHQFRXUDJHVYLHZHUVWRUHÀHFWRQWKH
inestimable impact natural environments have on human 
KLVWRU\XQGHUOLQLQJIXQGDPHQWDOVRXUFHVRIFRQÀLFWLQPDQ\
sparse outposts of civilization. It compels us to question 
what is “natural” by allowing a glimpse of the cryptic yet 
conspicuous signature we leave on the landscape of our 
planet.
GRIMANESA AMORÓS / Images
Miranda, 2013
9LGHRPLQXWHV
Soundtrack by Ivri Lider of the Young Professionals 
Images courtesy of the artist
31
Breathless Maiden Lane, New York, NY, 2014 Fortuna, Madrid, Spain, 2013
The Mirror Connection,%HLMLQJ&KLQD
Images courtesy of the artist
GRIMANESA AMORÓS / Images
Installation documentations - Video and photographs
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Racimo, Turku, Finland, 2010
Uros House, Times Square, NY, 2014 
Images courtesy of the artist
GRIMANESA AMORÓS / Images
Installation documentations - Video and photographs
Detail
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Emilia Forstreuter is a freelance graphic artist and motion designer based in Berlin. She studied Communications Design and 
Time Based Art at the Braunschweig University of Art in Germany and the University of Dundee in Scotland. Her work has been 
exhibited in London, Tokyo, Berlin, Miami, Paris, and several other places around the globe. She has received awards from the 
Cannes Silver Lion, ADC Europe Gold, ADC Germany Gold, among others.
Forstreuter’s work focuses on creating immersive experiences and moments of intimacy by using graphic and motion design, 
and 2D/3D animation. She is interested in how one moment in time can be stretched and made to feel very dense and rich. She 
creates these moments and spaces through image, sound, and time by exploring the connection between visuals and sound - 
always in search of some sparkling moving moments. Forstreuter seeks to make things feel real and alive without being close to 
realism at all, and is interested in making the unfamiliar feel familiar.
The idea for the 2D/3D animation, Yonder, originates in the interest of the complexity and simplicity of the world we live in. 
Simply put, our complex world is created out of seemingly basic modules – cells – which are then repeated and combined 
to build up complex organisms and structures. This principle has been adopted in the creation of Yonder. By repeating and 
combining simple forms Forstreuter has built a world with its own shapes and organisms. The basic movements extracted from 
nature give the shapes a living feeling, creating an alternate world.
EMILIA FORSTREUTER / Statement 
emiliaforstreuter.de
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EMILIA FORSTREUTER / Images
Yonder, 2009
''$QLPDWLRQPLQXWHV
'LUHFWRU'HVLJQHU$QLPDWRU(PLOLD)RUVWUHXWHU
6RXQG'HVLJQHU6DP6SUHFNOH\
Images courtesy of the artist
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-HQQLIHU+DOOLVDQDUWLWVWZKRKDVEHHQZRUNLQJZLWKLQWHUDFWLYHPHGLDIRURYHUWZHQW\¿YH\HDUV6KHLVH[SHULHQFHGLQDYDULHW\
of media related forms, and is currently engaged in the re-focusing of biological material as an art medium. Hall is the Founding 
'LUHFWRURIWKH'R:KLOH6WXGLRD%RVWRQEDVHGQRWIRUSUR¿WRUJDQL]DWLRQGHGLFDWHGWRWKHIXVLRQRIDUWWHFKQRORJ\DQGFXOWXUH
She has received a Rappaport Prize, and many awards including the IBM Home Computing Award and the Woman of the Year 
Award from the Boston Chapter of the National Epilepsy Association. She is a Professor in the Art Education Department at 
Massachussetts College of Art and Design.
The origin of consciousness and its place in structuralism introspection’s is to celebrate states of consciousness that makes 
up the numerous natures of mentality and the paradoxical state of the physical self, and is an important reason why Hall has 
chosen to work with her own seisures and the spiking data of her brain. The Consciousness as a Property of Matter Series, 
(sponosored by The Decordova Museum and Sculpture Park; the Rappaport family of Boston; the Clinical Neurophysiology; 
DQGWKH(OHFWURHQFHSKDORJUDSK\'HSDUWPHQW%HWK,VUDHO+RVSLWDO%RVWRQLVDSURMHFWRIGLJLWDOUHQGHULQJVDQGVFXOSWXUHVE\
Hall focusing on Epileptiforms -- a term used by medical polysomnograpers to describe the spiking that occurs within brainwave 
forms. The epileptiforms she has focused on are ones that are found during REM sleep -- a ninety-minute segment of deep 
sleep that occurs a number of times during each sleep cycle. These spikes take place in her brain where a more common dream 
EDVOLQHZRXOGXVXDOO\EHUHFRUGHG7KHFROOHFWHGGDWDLVWKHQWUDQVODWHGLQWRDVROLGREMHFWWKURXJKWKH'SULQWLQJWHFKQRORJ\RI
rapid prototyping.
&HUWDLQO\WKHW\SHRIHOHFWURFKHPLFDOPDSSLQJIRXQGZLWKLQWKH7HPSRUDO/REH(SLOHSV\7/(H[SHULHQFHLVQRWQHZWRWKH
PDPPDOLDQEUDLQ/LNHPDQ\IRUPVRIQHZGLDJQRVWLFWHFKQRORJ\DGH¿QLWLYHGLDJQRVLVH[LVWVRQO\EHFDXVHZHFDQREVHUYHLW
by electronic monitors. This places diagnosis less on how a person looks or acts and more on the electrical occurrence itself, 
KHQFHDIXUWKHUREMHFWL¿FDWLRQRIWKHVXEMHFWLYHQDWXUHRIH[SHULHQFH+HUHFRQVFLRXVQHVVLVPRVWFHUWDLQO\DSURSHUW\RI0DWWHU
WKDWWKHVXFFHVVLRQRIVXEMHFWLYHVWDWHVWKDWZHIHHODVDPHWDSK\VLFDOVHOIWKHVROLGLW\RIPDWWHUGLVVROYHVLQWRPDWKHPDWLFDO
UHODWLRQVKLSVLQVSDFHDQGWKHQDUHUHIRUPHGDVREMHFWVHSDUDWHIURPWKHVRXUFH1RZGLVHPERGLHGWKHVH³WKRXJKWV´DUHERWK
physical and metaphorical. 
JENNIFER HALL / Statement 
jenhall.org
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JENNIFER HALL / Images
Epileptiforms: 5 REM 
(Consciousness as a Property of Matter Series
Sterling silver, 12 x 12 x 1.5”
Images courtesy of the artist
Digital Model
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Consciousness as a Property of Matter Series - Epileptiforms: 5 REM and Epileptiforms: REM Lathe are works based on 
data samples from about 5 seconds of the artist’s REM spikes. The data was grabbed during sleep, translated to a 2D 
YHFWRUJUDSKLFVOLJKWO\H[WUXGHGDQGEHQWE\'1XUEVVRIWZDUH7KHREMHFWEHJLQVDWWKHHOHFWULFDOEDVHOLQHRIWKH¿UVW
wave spike and then end at the same baseline of the last wave spike. It is considered one cycle, or a single epileptic event.
JENNIFER HALL / Images
Epileptiforms: REM Lathe 
(Consciousness as a Property of Matter Series
Polymer resin, 15 x 15 x 6”
Images courtesy of the artist
Digital Model
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Claudia Hart has been active as an artist, curator, and critic since 1988. She creates virtual representations that take the form 
of 3D imagery integrated into photography, multi-channel animation installations, performances, and sculptures using advanced 
production techniques such as Rapid Prototyping, CNC routing, and augmented-reality custom apps. She is an Associate 
Professor in the Department of Film, Video, New Media, and Animation at the School of the Art Institute of Chicago. Hart’s works 
have been widely exhibited with galleries and museums, and collected by the Museum of Modern Art, the Metropolitan Museum 
of Modern Art, NY; and Museum of Contemporary Art, Berlin; among others.
Hart’s work deals with issues of representation, the role of the computer in shifting contemporary values about identity and the 
UHDODQGVSHFL¿FDOO\TXHVWLRQVLGHDVDERXWZKDWPLJKWEHFRQVLGHUHG³QDWXUDO´+HUSURMHFWLVWRIHPLQL]HWKHPDVFXOLQLVWFXOWXUH
RIWHFKQRORJ\E\LQWHUMHFWLQJHPRWLRQDOVXEMHFWLYLW\LQWRZKDWLVW\SLFDOO\WKHRYHUO\GHWHUPLQHG&DUWHVLDQZRUOGRIGLJLWDOGHVLJQ
Her work adapts the forms and software normally used to create 3D shooter games. It transposes discussions about digital 
technology and a critique of the media through a feminist lens. In the context of ideas about technology that has replaced nature 
by threatening to eclipse and permanently alter it, Hart argues that contemporary ideas about technology are not a rupture but a 
UHÀHFWLRQRIYHU\FRQYHQWLRQDOZD\VRIWKLQNLQJ
Technological culture is still functionally an all-male engineering culture - what the historian of technology David Noble 
KDVLGHQWL¿HGDV³DZRUOGZLWKRXWZRPDQ´+HGHVFULEHVWKHKLJKWHFKHWKRVDVDFWXDOO\HPHUJLQJIURPPHGLHYDO&KULVWLDQ
monasteries and describes it as still being driven by an unconscious millennial desire to recreate the world afresh, without 
women and outside of nature. In the absence of women, the masculine culture of technology, colored by what Noble has 
FRQQHFWHGWR&KULVWLDQ0LOOHQQLDOLVPGH¿QHVWKHLPSXOVHEHKLQGPXFKRIWHFKQRORJLFDOGHYHORSPHQWIURPDWRPLFZHDSRQU\DQG
VSDFHH[SORUDWLRQWRF\EHUQHWLFVDQGURERWLFV7KLVLPSXOVHLVRQHRIERWKDQQLKLODWLRQDQGRISXUL¿FDWLRQ(TXDOO\UHOLJLRXVYDOXHV
SHUYDGHWKHWHFKQRORJLFDOUHVHDUFKRIWKHPLOLWDU\HQWHUWDLQPHQWFRPSOH[DQGLQÀXHQFHVLWVYLVXDOPDQLIHVWDWLRQVSDUWLFXODUO\
in relation to the body. An example of this is the typically hyper-erotic femme fatale populating mass-culture representations. By 
creating virtual images that are sensual but not pornographic within mechanized, clockwork depictions of the natural, Hart tries 
WRVXEYHUWHDUOLHUGLFKRWRPLHVRIZRPDQDQGQDWXUHSLWWHGDJDLQVWDFLYLOL]HG³VFLHQWL¿F´DQGPDVFXOLQHZRUOGRIWHFKQRORJ\,Q
Hart’s own way, she is staging a romantic rebellion against technocratic and bureaucratic culture.
CLAUDIA HART / Statement  
claudiahart.com
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CLAUDIA HART / Images
Optic Nude, 2013
'$QLPDWHGYLGHRORRSPLQXWHV(GLWLRQRI$3
Images courtesy of the artist and bitforms gallery, New York
Optic Nude, is inspired by a 1963 image of the same name by 
%ULWLVKSKRWRJUDSKHU-HDQ6WUDNHUNQRZQLQWKH¿IWLHVIRUKLVHURWLF
images of unconventional female beauties. His work was regularly  
FRQ¿VFDWHGE\WKH%ULWLVKDXWKRULWLHVUHVXOWLQJLQ6WUDNHUEHFRPLQJ
known as an activist who helped to change the censorship laws of 
KLVWLPH+DUWKDVUHFRQVWUXFWHG6WUDNHUތVSKRWRDQGWKHQXVHGD
variety of digital processes to layer different types of pulsating visual 
patterns over it, from strobing light simulations to the simulation of 
WKHPRWLRQRIDFXUWDLQVORZO\ÀXWWHULQJLQWKHEUHH]HWKHQFUHDWHG
a personal remix of chanting Buddhist monks as audio. The result is 
DYHUVLRQRIWUDQFHDUWWKDWLVWHFKQRVXEOLPHDQDWWHPSWWRLPDJLQH
a digital space of disembodiment that is post-op, post-pop, post-
human, post-pictures, post-capture, and post-photographic.
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Yael Kanarek’s creative practice centers on the fundamental hypothesis that language and numerals render reality, and that 
WKLVUHDOLW\LVDQHQWLUHO\VXEMHFWLYHXQL¿HG¿HOG7KURXJKWKHVKXIÀLQJRISK\VLFDOSURSHUWLHVWKDWFRQVWUXFWRXUXVHRIODQJXDJH
PDWWHUVKDSHVRXQG.DQDUHN¶VZRUNH[DPLQHVKRZYHUEDOVLJQL¿HUVRSHUDWHHPRWLRQDOO\6HOHFWHGIRUWKH:KLWQH\
%LHQQLDOH[KLELWLRQVRI.DQDUHN¶VZRUNDOVRLQFOXGH7KH'UDZLQJ&HQWHU1HZ<RUN%HUDO0DGUD&RQWHPSRUDU\$UW,VWDQEXO
National Museum of Contemporary Art, Athens. She has received many grants, a Rockefeller New Media Fellowship, and an 
Eyebeam Center for Art and Technology Honorary Fellowship.
Employing modes of authorship such as storytelling and multilingualism, Kanarek manipulates the biographical predisposition of 
cultural associations. As an Israeli-American, Kanarek’s perception is tempered by an awareness of post-national borderlines. 
6KHGUDZVIURPWKHPXOWLOLQJXDOODQGVFDSHRIKHUFKLOGKRRGLQ,VUDHOZKHUHQDUUDWLYHERWKDQFLHQWDQGPRGHUQSOD\VDGUDPDWLF
UROHLQGH¿QLQJSHRSOH¶VOLYHV.DQDUHN¶VZRUNHQWHUVVSDFHVRIPHDQLQJGHWHUPLQHGE\DJOREDOQHWZRUNDQGWKHQHJRWLDWLRQRI
identity that occurs when confronted with multiple systems. Crossing these sensibilities with her observation of the internet as a 
QHWZRUNPDGHRIODQJXDJHQDWXUDODQGFRPSXWHUKHUPRVWUHFHQWSURMHFWVGRFXPHQWWKHFRQVFLRXVQHVVVKLIWIURPD0RGHUQLVW
self to that which is networked. 
.DQDUHN¶VLQWHUHVWLQWKHVXEMHFWRIWLPHSURPSWHGKHUWRGHVLJQVRIWZDUHWKDWV\QFKVYLGHRDQGDXGLRZLWKWKHFRPSXWHUFORFN
She has been integrating this interest in formalist aesthetic with the chaos of daily life into a growing body of these computational 
videos. A meditation on temporality, the computational video work Clock: Jerusalem to Tel Aviv, uses footage shot from the 
ZLQGRZRIDWD[LYDQDQGV\QFKURQL]HVWKHFOLSVWRDQDQQXDOFORFN6WUXFWXUHGWRUHÀHFWFXUUHQWWLPHWKHQLJKWODQGVFDSHDORQJ
Highway 1 changes subtly – keeping the viewer continuously on the road somewhere between the two cities. Likened to the idea 
of time travel, Kanarek poses a theoretical beginning in the ancient city, and an ending  point in one that is modernized. Calling 
the half, three-quarter and full hours, time in this looping visual experience is marked by audio recordings of church bells, dogs,  
and crows.
YAEL KANAREK / Statement 
worldofawe.net
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YAEL KANAREK / Images
Clock: Jerusalem to Tel Aviv, 2010
Custom software, computer, video display, dimensions variable
Edition 1 of 6, 1AP
6RIWZDUH<DHO.DQDUHNDQG6KDZQ/DZVRQ
9LGHRGRFXPHQWDWLRQYLPHRSURFRPELWIRUPVNDQDUHNYLGHR
Images courtesy of the artist and bitforms gallery, New York
Detail
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-HDQQHWWH/RXLHLVDFRQWHPSRUDU\¿OPPDNHUDQGDUWLVWRI&KLQHVHGHVFHQWZKRMRXUQH\VLQWRWKHG\VWRSLFGLDVSRUDRIWKH
KXPDQFRQGLWLRQ+HU¿OPVKDYHVFUHHQHGDWPDQ\YHQXHVLQFOXVLYHRIWKH$QWKRORJ\)LOP$UFKLYHV1<&1DWLRQDO*DOOHU\RI
$UW:DVKLQJWRQ'&3ODWRRQ.XQVWKDOOH%HUOLQ1HUYH&HQWHU'HUU\DQG&LWL]HQ-DQH)LOP)HVWLYDO026KHLVWKHUHFLSLHQW
RIQXPHURXVDZDUGVDQGIHOORZVKLSVDQGH[KLELWLRQVRIKHUDUWZRUNVKDYHDSSHDUHGDW>%R[@DW9LVXDO&RQWDLQHU0LODQ
3ODWIRUP6HRXO6RXWK.RUHD7KH&HQWHUIRU3KRWRJUDSK\DW:RRGVWRFN1<DPRQJRWKHUV
&UHDWLQJDQH[XVEHWZHHQ¿OPDQLPDWLRQSKRWRJUDSK\DQGGUDZLQJ/RXLH¶VH[SHULPHQWDO¿OPVDQGLQVWDOODWLRQVGHSLFWWKH
psycho-geographic terrain of the mind under duress. She has contemplated medical fallacy, mortality, and the activation of 
IHDU6KHIROORZVWKHUHOHQWOHVVGULYHLQGLYLGXDOVKDYHDVWKH\¿QGDSODFHIRUWKHPVHOYHVZLWKLQWKHLQH[SOLFDEOHQDWXUHRI
KXPDQFLUFXPVWDQFH(VVHQWLDOO\WKH¿OPVDUHDHVWKHWLFSRUWUDLWVRIVSHFL¿FSV\FKRORJLHV7KHVHSV\FKRORJLHVLQFOXGHWKH
unrequited echo of memory (The Making of LoveWKHDFWLYDWLRQRIIHDUAmygdalaWKHHQGXUDQFHRIFKURQLFSDLQSonia, 
InterludeWKHPHGLDWLRQRIPHGLFDOWUDXPDPrelude, Peter), and the animism of mortality (Cadavers in the Trees7KHUHLVDQ
XQGHUO\LQJWKHPHWKDWWHWKHUVDOORIWKH¿OPVWRDKXPDQLVWLFLQWHUSUHWDWLRQRIRXUERGLHVEHLQJWXUEXOHQWGLDVSRUDVZKHUHKXPDQ
consciousness is dispersed into this wasteland of unpredictable circumstance and where it repeatedly attempts to grasp some 
understanding of its predicament.
/RXLHLVSDVVLRQDWHDERXWH[SDQGLQJWKHSHUFHSWXDOSRVVLELOLWLHVRIQDUUDWLYH¿OPSDUWLFXODUO\RIXVLQJLWVFKDUDFWHULVWLFVWRLQVSLUH
empathy and awareness of the psychological sciences. She wishes to probe deeply into the psychological realm to explore 
LWVFRJQLWLYHKROGRYHUSK\VLRORJ\DQGPRVWLPSRUWDQWHOXFLGDWHLWVLQÀXHQFHRQWKHFRQVWUXFWLRQDQGGHVWUXFWLRQRILGHQWLW\,V
consciousness sentience? Do memories evoke consciousness? How does consciousness determine reality? What role does 
FRQVFLHQFHSOD\LQFRQVFLRXVQHVV"7KLVLQTXLU\LVEHLQJH[DPLQHGWKURXJKWKHOHQVHVRIWKHSKLORVRSKLFDOWKHVFLHQWL¿FDQGWKH
SDWKRORJLFDO$VVKHSHHUVLQWRWKHSRUWDORIVXEMHFWLYLW\ZLWKWKHVHOHQVHV/RXLHVHQVHVWKHH[LVWHQFHRIDQHQGXULQJVHQWLHQFH
and the notion of unanimity, that a synaptic thread somehow links humans throughout time, history, and even evolution. She 
is attempting to locate this unnamed sense and illuminate it as a source of empowerment. In many ways, Louie is hoping to 
construct a modern perceptual space, one that could be considered a way station for those that are wandering about seeking 
comfort by the thought of returning to a place devoid of fear.   
JEANNETTE LOUIE / Statement
jeannettelouie2.com
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JEANNETTE LOUIE / Images
Amygdala, 2013
+\EULGYLGHRPLQXWHV
Images courtesy of the artist
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RANU MUKHERJEE / Statement
ranumukherjee.com
5DQX0XNKHUMHHLVDPXOWLGLVFLSOLQDU\DUWLVWZKRHDUQHGDQ0)$LQSDLQWLQJIURPWKH5R\DO&ROOHJHRI$UW/RQGRQDQGD%)$LQ
SDLQWLQJDQG¿OPPDNLQJIURPWKH0DVVDFKXVHWWV&ROOHJHRI$UW%RVWRQ+HUZRUNLVLQWKHFROOHFWLRQVRIWKH6DQ-RVH0XVHXP
of Art and the Kadist Foundation, and she has exhibited in national and international exhibitions, such as Bay Area Now 6 (Yerba 
%XHQD&HQWHUIRUWKH$UWVDQGGRAIN*DOOHU\(VSDFH1HZ'HOKL6KHLVFXUUHQWO\$VVLVWDQW&KDLURIWKH0)$3URJUDPDW
&DOLIRUQLD&ROOHJHRIWKH$UWV0XNKHUMHHZDVDIRXQGDWLRQDOSDUWRIWKHFROOHFWLYHUSKDQGULIW!GULIWLQ/RQGRQZKRPDGHD
PDQLIHVWLQ7KH\SXEOLVKHGWKHF\EHUSXQNQRYHOµUSKDQGULIW!&<%(5326,7,9(¶LQDQGUHFHLYHGJUDQWVIURPWKH
$UWV&RXQFLORI(QJODQGDQGWKH/RQGRQ$UWV%RDUGWRSURGXFHDPDMRUSURMHFWZLWK%HDFRQV¿HOG$UWVLQ
0XNKHUMHH¶VK\EULG¿OPVWH[WLOHVZRUNVRQSDSHUVSDWLDOLQVWDOODWLRQVDQGSHUIRUPHGSURMHFWVSUREHZD\VWKDWFRQWHPSRUDU\OLIH
is shaped by creolization and nomadism. Her work considers the construction of culture by these ongoing processes, from a neo-
futurist perspective, often beginning with the speculative narratives shaping the present moment. Her work engages audiences 
WKURXJKDK\EULGDQGYLVLEO\FUDIWHGDHVWKHWLF0XNKHUMHHZRUNVZLWKVRXUFHPDWHULDOWKDWFURVVHVDUWKLVWRULFDOWUDMHFWRULHVLQ
the hope of encouraging broad recognition of the complex legacies that make up the urban environment. She is guided by the 
DPELWLRQWRHQJHQGHUDQH[SDQVLYHNLQGRIERGLO\LGHQWL¿FDWLRQZLWKDZLGHVSHFWUXPRIRUJDQLFPDWWHUDQGLQVWLJDWHDVHQVHRI
time travel.
The artist uses the term ‘Hybrid Film’ to refer to her moving images works, and to call out both their formal and cultural basis. 
7KH¿OPVDUHFUHDWHGE\FRPSRVLQJSKRWRJUDSKLFDQGDQLPDWHGVRXUFHPDWHULDOLQWRG\QDPLFFROODJHOLNHPRYLQJSLFWXUHV7KH\
DUHRIWHQVLOHQWDQGVKRZQDVORRSLQJSURMHFWHGYLGHRLQVWDOODWLRQV7KHGHYHORSPHQWRIWKH¿OPVLVRUJDQL]HGDURXQGLGHQWLI\LQJ
DQGSLFWXULQJVSHFL¿FHYLGHQFHVRILQWHUVHFWLQJHFRORJLFDODQGFXOWXUDOWUDQVIRUPDWLRQWUHDWLQJODQGVFDSHDVERWKDVWDJHDQG
DQHQHUJHWLFERG\DQGWKH¿OPDVWKHGHSLFWLRQRIDJHRSK\VLFDOHYHQW7KH\DUHGHYHORSHGWKURXJKDSURFHVVRI¿QGLQJDQG
making source material through research, photography, social engagement, and painting. These elements come together in the 
PDNLQJRIWKH¿OPZKLFKLVRIWHQVKRZQLQFRQVWHOODWLRQVZLWKWKHSLHFHVPDGHIRUWKH¿OPLHSDLQWLQJVSULQWHGWH[WLOHVDQGRU
audio.
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RANU MUKHERJEE / Images
Ecstatic Picture, spilled milk, 2011
+\EULG¿OPPLQXWHV
Image courtesy of the artist
Radiant Chromosphere, 2012
+\EULG¿OPPLQXWHV
Image courtesy of the artist
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RANU MUKHERJEE / Images
Nearing and Viewing, 2012
+\EULG¿OPPLQXWHV
Image courtesy of the artist
Xeno Real, 2013
+\EULG¿OPPLQXWHV
Image courtesy of the artist
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MARY BATES NEUBAUER / Statement
public.asu.edu/~mbates/
0DU\%DWHV1HXEDXHUKDVVKRZQKHUZRUNZLGHO\DQGKDVFRPSOHWHGPDQ\SXEOLFDUWSURMHFWVLQWKHZHVWHUQVWDWHVLQFOXGLQJ
interactive sculptural works. In the past 5 years, her sculptures and digital images have appeared in national and international 
H[KLELWLRQVDWJDOOHULHVDQGPXVHXPVLQ1HZ<RUN3DULV%HLMLQJDQG$GHODLGH:RUNLQJDWWKHLQWHUVHFWLRQRIDUWDQGVFLHQFH
she exhibits with organizations including Ars Mathematica and Art-Science Collaborations. She currently teaches at Arizona 
State University.
Neubauer’s artistic processes focus on the hidden aspects of our surroundings, emphasizing artistic and tactile way of 
understanding global and metropolitan functions based on data visualization. New ways of seeing our natural and built 
environments are made possible through the dimensional, visually appealing expression of the many streams of numbers that 
constantly input from our environment. An expanded awareness of systems, cities, timelines, and the rhythms of the larger world 
is evoked. It is Neubauer’s hope that these data-responsive images will serve as an aid to a more deeply felt understanding of 
the complex attributes of the environments in which we live today. Her work is designed to provide a highly visual interpretation 
of the behavior of data through time, while remaining true to the underlying input driving the visuals.
Neubauer has had the opportunity to work with municipalities, corporations, environmental agencies, individuals, and 
LQGXVWULHVLQDQXPEHURIGDWDYLVXDOL]DWLRQSURMHFWV6KHKDVGLPHQVLRQDOO\YLVXDOL]HGUDLQIDOODQGZDWHUXVDJHULYHUDQG
WLGDOÀRZVJHRSK\VLFVHQYLURQPHQWDOSROOXWDQWVGHFLEHOOHYHOVPHWDOVWUHDPYDULDWLRQVDLUWUDI¿FSHGHVWULDQÀRZVRODU
VWRUPVWHOHFRPPXQLFDWLRQVGDWDDQGPDQ\RWKHUWRSLFVLQDQRQJRLQJVHULHVRIH[KLELWLRQVDQGSURMHFWV$GGLWLRQDOO\VKHKDV
FROODERUDWHGZLWKPHGLDDUWLVW7RGG,QJDOOVRQVRQL¿FDWLRQRIGDWDDQGKDVFRPSOHWHGVHYHUDOSXEOLFDUWSURMHFWVLQYROYLQJWKHVH
GDWDÀRZWRSLFVERWKLQGLYLGXDOO\DQGDVSDUWRIDWHDP+HUZRUNDOORZVKHUWRHQJDJHGLUHFWO\ZLWKWKHFRPPXQLW\DQGLQWHUDFW
with specialists from many different disciplines. 
Her data visualization work has a broad capability for variation, and it responds to incoming data through textural variation, 
color, feeling, tone, and illumination. The work can be produced as 2D imagery, sculptural form, surface maps, animations, and 
responsive public art. She is developing visualizations that are accessible anywhere, and are adaptable to many new media, 
LQFOXGLQJZHEVLWHVDQGSRUWDEOHGLJLWDOIRUPDWV3URMHFWLRQVRIWKHZRUNDOORZYLHZHUVWRWUDYHODURXQGLQDQH[SHULHQWLDOZD\
WKURXJKEULJKWO\FRORUHGQXPHULFZRUOGVDQGRQJRLQJYLUWXDOÀ\E\V'PRGHOVDQGSURWRW\SHVRIWKHGDWDPDNHORQJWHUPF\FOHV
and variations tactile and tangible, while prints and renderings offer a more contemplative view. Neubauer’s works are meant to 
express long-term patterns in global phenomena, enhance sensitivity to the invisibly functioning aspects of our surroundings, and 
RIIHUDQH[SDQGHGGH¿QLWLRQRIVFXOSWXUH
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MARY BATES NEUBAUER / Images
Phoenix Average Temperatures 25 Years Global Positioning Anomalies
Data Stream Series, 2004-05, Digital prints, 36 x 36” each, Images courtesy of the artist
Moonrise and Moonset
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MARY BATES NEUBAUER / Images
Monsoon IVMonsoon II Monsoon V
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Data Stream Series, 2005, Digital prints, 36 x 36” each, Images courtesy of the artist
MARIE SIVAK / Statement
mariesivak.com
Marie Sivak’s interdisciplinary work combines digital fabrication and video, with traditional stone carving and naturally occurring 
¿EHURSWLFV'HVFULEHGDV³1DP-XQH3DLNPHHWVDQFLHQW5RPH´WKHZRUNPHGLWDWHVRQWKHUHODWLRQVKLSEHWZHHQPLQGERG\
language, and memory. Embracing the tension between the hand-made verses the technological, the work consequently 
explores the ways in which technology, media, and the screen impact language and the emotional terrain of human relationships 
in contemporary life. Her work has been shown nationally and internationally in Europe, Japan, and South America, and is in 
many collections including the Victoria and Albert Museum in London. She currently teaches in the sculpture program at Sylvania 
Campus, Portland Community College.
7UDGLWLRQDOWHFKQLTXHVDVZHOODVGLJLWDOWRROVVXFKDV'VFDQQLQJZDWHUMHWFXWWLQJDQG&1&URXWLQJDUHSDUWRI6LYDN¶VFUHDWLYH
SURFHVV7KHPRVWUHFHQWZRUNVIRFXVRQWKHH[SUHVVLYHDQGFRQFHSWXDOSRWHQWLDORIQDWXUDOO\RFFXUULQJ¿EHURSWLFVHPEUDFLQJ
the tension between the hand made and the technological; and exploring ideas of intimacy, remoteness, language, memory, and 
WKHSKLORVRSK\RIEHLQJ:KLOHWHFKQRORJ\LWVHOILVQRWWKHVROHIRFXVRI6LYDN¶VZRUNVKHXVHVWHFKQRORJ\WRUHÀHFWRQWKHVH
PXOWLSOHVXEMHFWVRILQWHUHVW
About ten years ago Sivak began thinking of ways she could incorporate video within stone sculpture.  A habit of playing around 
ZLWKGLIIHUHQWPDWHULDOVWHFKQRORJ\DQGDVSHFL¿FH[SHULHQFHVROLGL¿HGKHULQWHUHVWLQWKLVFRPELQDWLRQ
 “One day, I was cleaning out the closet and came across a suitcase. When I opened it I felt a shock. I had forgotten   
 that I kept some things belonging to my partner, who had died several years before. The suitcase unleashed a powerful   
 set of memories, and emotions that made me realize the mind and body are not separate-- that Descartes really had it   
           wrong. Maybe he didn’t do much crying. That day I cried so hard it hurt. I ended up feeling pretty dehydrated and laughing  
 DWKRZDEVXUGLWZDVWKDWDQREMHFWFRXOGHOLFLWVXFKDUHDFWLRQ´
6LYDNWKHQFDUYHGDOLIHVL]HVXLWFDVHIURPDSRXQGERXOGHURIDODEDVWHUDQGSURMHFWHGDPRQWDJHRIDEVWUDFWDQG
recognizable images that appeared and disappeared intermittently on the lid of the opened suitcase. The work titled Pneuma 
VLJQL¿HV³ZLQGEUHDWKVSLULW´EHFDXVHWKHVXLWFDVHUHVXVFLWDWHGKHUPHPRU\PneumaLVWKH¿UVWPDMRUVFXOSWXUHVKHFRPSOHWHG
FRPELQLQJYLGHRZLWKDODEDVWHUDWUDQVOXFHQWVWRQH:KHQYLGHRLVSURMHFWHGRQWRWKHVWRQHWKHWUDQVOXFHQFHPXWHVWKHLPDJHU\
FUHDWLQJWKHVHQVHWKDWLWLVHPDQDWLQJIURPZLWKLQWKHVWRQH,WLVWKLVVSHFL¿FMX[WDSRVLWLRQRIPDWHULDOVWKDWVXJJHVWWKH3URXVWLDQ
PRPHQWZKHQDQREMHFWHOLFLWVDPHPRU\
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MARIE SIVAK / Images
Aftermath, 2012, CNC machined and hand carved stone, 
video, 11 x 26 x 13.5”
Images courtesy of the artist
The beauty and failure of language are an important 
focus especially in Sivak’s more recent works.  In 
Aftermath, a woman’s face appears to be dreaming 
inside of a stone pillow. Letters are thrown randomly at 
KHUIDFHOLNHWLQ\SURMHFWLOHVHYHQWXDOO\EHFRPLQJDQ
overwhelming gale that nearly covers her entire face, 
becoming tangled in her hair. This piece and Vicious 
both explore a more treacherous aspect of language; 
language as a smokescreen or a manipulative game, 
as something tangible or visceral that lingers, but 
doesn’t always make sense. In these works the video 
LPDJHU\LVSK\VLFDOO\SURMHFWLQJIURPLQVLGHRIWKH
VFXOSWXUHVWKURXJKWKUHHLQFKWKLFNVWRQHZLWK¿EHU
optic properties. Fiber-optic technology is what makes 
high-speed communication via the internet possible; 
miles and miles of cables wind their way around the 
FRQWLQHQWVRIWKHHDUWKVRZHFDQHQMR\HI¿FLHQWDQG
immediate connectivity. Ironically, in Sivak’s work the 
QDWXUDO¿EHURSWLFPDWHULDODOORZVWKHWUDQVPLVVLRQRI
the image through the material but obscures and clouds 
the imagery, heightening the awareness that what we 
are experiencing is a magical illusion and a form of 
deception.
Detail
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MARIE SIVAK / Images
Vicious, 2012-2014
6LWHVSHFL¿FLQVWDOODWLRQ:DWHUMHWFXWDQGKDQGFDUYHG
stone, video, rare earth magnets
Images courtesy of the artist
Detail
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CAMILLE UTTERBACK / Statement
camilleutterback.com
Camille Utterback’s work is an attempt to bridge the conceptual and the corporeal. How we use our bodies to create abstract 
V\PEROLFV\VWHPVDQGKRZWKHVHV\VWHPVODQJXDJHIRUH[DPSOHKDYHUHYHUEHUDWLRQVRQRXUSK\VLFDOVHOILVDPDWWHURI
JUHDWFRQFHUQWRKHU7KHGLDORJEHWZHHQWKHVHWZRUHDOPVLVWKHVXEMHFWRIERWKKHUWUDGLWLRQDODQGLQWHUDFWLYHZRUNDQGLW
LVSDUWLFXODUO\UHOHYDQWWRRXUFRQWHPSRUDU\FXOWXUHDVZHDLPWRJUDSSOHZLWKWKHUDPL¿FDWLRQVRIYLUWXDOLW\DQGRXULQFUHDVLQJ
relationship with the interfaces and representational systems of our machines. Utterback has exhibited across the US, has been 
WKHUHFLSHQWRID0DF$UWKXU)RXQGDWLRQ)HOORZVKLSDUWLVWUHVLGHQFHVDWWKH3LOFKXFN*ODVV6FKRRO6WDQZRRG:$DQG'MHUDVVL
5HVLGHQW$UWLVWV3URJUDP:RRGVLGH&$DQGKDVKDGPDQ\FRPPLVLRQVLQFOXGLQJFlourish at The Liberty Mutual Group in 
Boston, MA and Span, FOR-SITE Foundation in San Francisco, CA.
The interactive medium provides a rich environment to explore the connections between physical bodies and the myriad of 
representational systems possible in the digital realm. Physical-digital interfaces – ranging from the familiar mouse and keyboard 
to more unusual sensing systems – provide the connective tissue between our bodies and the codes represented in our 
machines. Utterback takes these interfaces as both a practical and conceptual artistic challenge. Utterback feels that interactive 
systems determine the grammar of our interaction with digital media, and ultimately its possibility for meaning. 
%\GHYHORSLQJSK\VLFDOGLJLWDOV\VWHPVWKDWHQJDJHSHRSOH¶VERGLHVLQVWHDGRIMXVWWKHLU¿QJHUVDQGH\HV8WWHUEDFNKRSHV
to refocus attention on the embodied self in an increasingly mediated culture. Many of her interactive installations respond to 
participants locations in the installation space, to spatial relationships between participants, or to actual gestures and body 
language by using tracking software. She creates a visceral and an emotional connection between the real and the virtual; and 
Utterback questions and explores the space between the symbolic and the corporeal. 
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CAMILLE UTTERBACK / Images
Fluid Studies (Nodules and River), 2013
TV, custom glass, mac mini, 12.5 x 20 x 5.5” each
Images courtesy of the artist
The Fluid Studies are experiments, which combine 
dynamically generated animations and hand-
glazed, sandblasted glass. These works create 
a tension between the unmoving elements of the 
glass, and the ever-changing animations. With 
these pieces, Utterback simultaneously exploits the 
subtlety of our depth perception (usually ignored by 
VFUHHQLQWHUIDFHVDQGIUXVWUDWHVLW±E\REVFXULQJ
certain areas of the screen with sandblasting.
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Adrianne Wortzel creates unique and innovative interactive web works, robotic and telerobotic installations, performance 
SURGXFWLRQVGLRUDPLFREMHFWVYLGHRVSULQWVDQGZULWLQJV:RUW]HOKDVUHFHLYHGVXSSRUWIURPWKH1DWLRQDO6FLHQFH)RXQGDWLRQ
The Franklin Furnace Award for Performance, the Greenwall Foundation, the New York State Council on the Arts, the PSC-
&81<5HVHDUFK)RXQGDWLRQDPRQJRWKHUV6KHLVFXUUHQWO\RQHRI¿YHDUWLVWVFKRVHQLQWHUQDWLRQDOO\WRSDUWLFLSDWHLQWKH
6FLHQWLVWV$UWLVWV5HVHDUFK&ROODERUDWLRQV6$5&IRUFUHDWLQJZRUNVLQFROODERUDWLRQZLWKVFLHQWLVWVDW/RV$ODPRVDQG6DQGLD
National Laboratories in New Mexico, USA. Wortzel is a Professor at the New York City College of Technology, on the doctoral 
IDFXOW\RIWKH&LW\8QLYHUVLW\RI1HZ<RUN¶V*UDGXDWH&HQWHUDQGDQ$GMXQFW3URIHVVRUDW7KH&RRSHU8QLRQIRUWKH$GYDQFHPHQW
of Science and Art. 
:RUW]HO¶VZRUNH[SORUHVKLVWRULFDODQGFXOWXUDOSHUVSHFWLYHVE\FRXSOLQJIDFWDQG¿FWLRQYLDWKHXVHRIQHZWHFKQRORJLHVLQERWK
SK\VLFDODQGYLUWXDOQHWZRUNHGHQYLURQPHQWV6KHFROODERUDWHVZLWKUHVHDUFKVFLHQWLVWVZRUNLQJLQWKH¿HOGVRIURERWLFVDQGRU
DUWL¿FLDOLQWHOOLJHQFHERWKLQWKH86DQGLQWHUQDWLRQDOO\:RUW]HO¶VZRUNHPSOR\VQDUUDWLYHVQDVFHQWWRWHFKQRORJLFDOUHVHDUFK
while examining comparatively the methodologies in order to point to its creative and intuitive nature built on an armature of 
HPSLULFDONQRZOHGJH7KHFRQWHQWH[DPLQHVRUGLVSOD\VWKURXJK¿FWLYHDQGGUDPDWLFVFHQDULRVVWRULHVDQGVFULSWVDVSHFWVRI
how humans relate to machines.
ADRIANNE WORTZEL / Statement
adriannewortzel.com
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ADRIANNE WORTZEL / Images
A Re-enactment of the Battle of the Pyramids was a performance 
LQVWDOODWLRQRIUHFRQ¿JXUHGURERWLFWR\VSHUIRUPLQJVHHPLQJO\
military maneuvers in rigid choreographed formations. This art 
SURMHFWH[SORUHVDQGXVHVVHQVRUDQGZLUHOHVVFRPPXQLFDWLRQ
to create clusters of entities moving in exact synchronization in 
response to a call to arms. 
The soldiers originated as Elmo TMXs. They were stripped of 
WKHLUUHGIXUU\FRDWVDQGFRQ¿JXUHGWRSHUIRUPPLOLWDU\PDQHXYHUV
emulating the rigid and postured Napoleonic nineteenth century 
¿JKWLQJVWUDWHJLHV7KHVHVWUDWHJLHVZHUHSDUWLFXODUO\LGLRV\QFUDWLF
in Egypt where they were persistently performed without 
consideration of adaptation to either the desert environment or the 
¿JKWLQJVWUDWHJLHVRIWKHHQHP\
The French fought in their heavy and cumbersome uniforms in 
tremendous heat, in a regimen of traditional postures meant to 
vanquish Western armies, while the Mamelukes descended on 
WKHPRQKRUVHEDFNZLWKVFLPLWDUVNQLYHVDQGULÀHV
The work is a testimony to the tragic consequences of imperialism 
and the dangers, follies, and sadness of a rationale for blind 
obedience that creates victims out of warriors.
A Re-enactment of the Battle of the Pyraimds, 2009, Video 
GRFXPHQWLRQRISHUIRUPDQFH(OPRVPLQXWHV[´
Images courtesy of the artist
-Conceived, Produced, Directed, Written and Designed by Adrianne Wortzel. Initiated in the  
 artist’s residency at Eyebeam Center for Art and Technology, June-December 2008
-Funded by Eyebeam Art and Technology Center and the PSC-CUNY Research Foundation    
 of the City University of New York, New York City College of Technology
-Performed  March 3, 2009, Theater of Code, an evening of performance curated by   
 Christiane Paul, at Light Industries, Brooklyn, New York.
(OHFWURQLFVDQG&RGH7HDP0LNH*D]HV6R<RXQJ3DUN-D\PHV'HF1LFN:RQJ
$GGLWLRQDO'HVLJQ6DNL6RWR
Elmo army poised for deployment in blue screen arena
Inside Elmo’s head
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ADRIANNE WORTZEL / Images
.LUX&DPRXÀDJH7RZQcreates a theatrical scenario for a robot that lives 
in the Museum space and interacts with visitors. The robot comments on its 
environment and transmits video streams to the world wide web, allowing 
remote visitors to communicate directly with visitors in the museum through 
the robot and control the robot’s locomotion, pan, tilt, zoom of its camera and 
speak to museum visitors via text to speech. Atonomously, it plays the role of 
a “cultural curmudgeon,” contextualizing the exhibition in terms of mapping 
physical/virtual space and physical/virtual identity. The robot’s “personality” 
UHÀHFWVLWVDELOLW\WREHHDFKYLVLWRU¶VDYDWDUDOWHUHJRDQGKLVFRPPHQWVSOD\
on our willingness and capabilities to interact with a digital machine/character.
 ³.LUXLVWKH/LEUDULDQRI-X[DWSRVLWRQVLQ&DPRXÀDJH7RZQ
 &DPRXÀDJH7RZQLVDGHFR\WRZQFRQVWUXFWHGIRUWKHSUDFWLFH
 of military maneuvers,war, and other scenarios of high drama.  
 'XULQJSHULRGVZKHQWKHWULEHIHHOVLQYLQFLEOH&DPRXÀDJH  
 7RZQVHUYHVDVWKHRI¿FLDOEDWWOH¿HOGWRZKLFKLWOXUHVLWVHQHPLHVZLWK
 rumors of new treasures and tools, keeping the real town intact.”
_____________
$GULDQQH:RUW]HO&RQFHSWLRQ$XWKRU'HVLJQ9LUWXDODQG5HDO3URGXFHU'LUHFWRU0DUFLQ%DOLFNL
5RERWLFV(QJLQHHU	:HE6\VWHP$GPLQLVWUDWRU-DPHV&ROH5RERWLFV(QJLQHHUDQG5RERW,QWHUIDFH
6RIWZDUH'HVLJQDQG'HYOHRSPHQW&OLOO\&DVWLJOLD6RXQG'HVLJQ0DUF$QWRQ\9RVH$FWLRQ6FULSW
VOLQJHU1RDP6RORPRQ6HUYHU3URJUDPPLQJIRU7HOHURERWLFV&HVDU$5RGULJXH]'HVLJQDQG([HFXWLRQ
RI)ODVK0RYLHIRU5RERWLF&RQWUROV2UVRO\D1DJ\:HE'HVLJQ3URGXFWLRQ(ULFVRQ0DU7HFKQLFDO
&RQVXOWDQW&KHQ<XQJ+VX6RIWZDUH(QJLQHHU	5RERWLFV6RXQG6\VWHP'HYHORSHU'U6WDQ:HL
5RERWLFV&DUO:HLPDQ6FLHQFH2I¿FHU/L]0F*DUULW\&RVWXPH'HVLJQ6WHYH0LWWHOPDQ5RERW9RLFH
-Special Thanks to Christiane Paul, Glenn Phillips, Debbie Rowe, Jean Le Mee, Joel Mason, Andrew     
 Franz Bennett, Aida Mysan; Stream hosting provided by RealImpact; Kiru began with a robot designed  
DQGEXLOWE\$FWLYHPHGLD5RERWLFVKWWSZZZDFWLYURERWVFRP52%276SHRSOHERWKWP
&RPPLVVLRQHGE\WKH:KLWQH\0XVHXPRI$PHULFDQ$UW1HZ<RUNDQGSDUWRIWKHH[KLELWRQDATA DYNAMICS, Curated by Christiane Paul (March 22 - 
-XQHKWWSZZZFDPRXÀDJHWRZQWY'HYHORSHGDW7KH&RRSHU8QLRQIRUWKH$GYDQFHPHQWRI6FLHQFHDQG$UWZLWKDJUDQWIURPWKH1DWLRQDO
6FLHQFH)RXQGDWLRQ*UDQW1R'8(DQGVXSSRUWIURPWKH16)*DWHZD\(QJLQHHULQJ(GXFDWLRQ&RDOLWLRQDW&RRSHU8QLRQ5HVWRUHGLQ
with funding from the Institute for Women and Art, Rutgers University; and The Cooper Union for the Advancement of Science and Art.
.LUX&DPRXÀDJH7RZQ 2001
Interactive robot, video stream, 4.5 x 3’
Image courtesy of the artist
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SOLACE AND PERPETUITY: a life story
by Adrianne Wortzel
   “169-13. For measuring good against evil, the scale never shows the same result twice.”
Here Be Fragments!
This one-of-a-kind volume is an autobiographical work sourced solely from the author’s original primary sources. No memory 
or recall has been deployed to create the texts. Included are 176 documents arbitrarily chosen from writings spanning several 
GHFDGHV$VLQDPHGLHYDO%RRNRIKRXUVYDULRXVJHQUHVDUHUHSUHVHQWHGLQFOXGLQJGLDULHVGUHDPVDFDGHPLFSDSHUV¿FWLYH
SURVHSRHWU\SOD\VDQGYLGHRDQGLQVWDOODWLRQVFULSWV(DFKYROXPHLVXQLTXHLQUHJDUGWRWKHRUGHURILWVFRQWHQWDVIROORZV
Documents were assigned a number in the order in which they were garnered from the author’s archives. Archives ranged in 
PHGLDIURPSDSHU¿OHVWKURXJK&ORXGSUHVHQFH(DFKGRFXPHQWKDVEHHQGLYLGHGLQWRLWVLQGLJHQRXVSDUDJUDSKVZKLFKLQWXUQ
are numbered consecutively within each document. For example, if document 47 contains 8 paragraphs, numbers will be 47-1., 
47-2., 47-3. Through 47-8. In cases where there is only one paragraph, it is still numbered, as in 47-1.
7KHSDUDJUDSKVDVHQWLWLHVLQWKHLURZQULJKWEHFRPHWKHPRGXODUXQLWVVXEMHFWHGWRDQDOJRULWKPZKLFKVFUDPEOHVWKHLURUGHU
Each volume is a uniquely randomized autobiographical “novel” in an edition of one. 
The algorithmic process allows the reader to dip into a life at any point in time and retrieve memories in an arbitrary order. If one 
reads and rereads the text, it sifts memories in the mind and maps categories of events, tenor, space and time. What happened 
³DIWHU´PD\EHVLWXDWHGDV³EHIRUH´UHVHPEOLQJKRZPHPRU\EHKDYHV7ZRSHRSOHZKRUHDGWZRGLIIHUHQWYHUVLRQVZLOO¿QGLW
GLI¿FXOWWRGLVFXVVFRPSDUDWLYHO\
,QWKLVPRPHQWZKHUHULFKLQIRUPDWLRQLVJDUQHUHGGRZQWRWKHOLQJXLVWLFVWDFFDWRRIVKRUWIRUPVVXFKDVÀDVK¿FWLRQRU
character tweets, meaning is compressed or stored in single or consecutive bursts of condensed text. 
Randomizing texts allows the reader to comprehend single paragraphs as nodes inferring paths as their subtext, affording 
ventilation, depth and breadth. This type of kaleidoscopic reading can impart a more visceral understanding of the tenor of his 
RUKHUOLIHWKDQWKHKLHUDUFK\RIDORJLFDORUGHULQWKHVDPHLWLVDFFRPSOLVKHGLQGDWDEDVHFLQHPD¿OPVEXLOWRQQRQOLQHDURU
multiverse premises.
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ADRIANNE WORTZEL / Images
SOLACE AND PERPETUITY: a life story 
excerpt
169-13. For measuring good against evil, the scale never shows the 
same result twice.
62-5. The Sequoia Tree started growing in the year 550 A.D., it has 
1,342 rings and measures 16 feet 5 inches across, and weighs 9 tons. 
Its bark gets 4 feet thick. The seed that started the tree weighed 1/3,000 
RIDQRXQFHEXWWKH¿QDOWUHHFDQZHLJKELOOLRQWLPHVWKDW$WVRPH
point, something tells the tree to stop growing.
151-7. I try to make her understand that we must leave immediately. I 
know in my bones a tidal wave is coming, but she is so upset about the 
robbery she can’t focus. I am heartbroken for her losses and, in the end, 
I can’t bring myself to tell her about the tidal wave.
169-12. Upon discovery, there was a salmon caught in still water, 
deprived of velocity.
78-4. Mrs. McLuhan is a southern belle, beautiful, charming and wily. 
6KHOLQJHUVRYHUGHWDLOVDERXWWKH¿UVWWLPHVKHHYHUVDZ0DUVKDOO²DW
a southern summer lawn party. He was wearing a white suit, and she 
thought he was very tall and handsome. She liked that he was very 
VPDUW+HSURSRVHG+HUIDPLO\REMHFWHG7KHSULPDU\REMHFWLRQZDVRQ
WKHVXEMHFWRIUHOLJLRXVGLIIHUHQFHVEHWZHHQWKHP0DUVKDOODV&DWKROLF
DQG&RULQQH¶VIDPLO\DV(SLVFRSDOLDQ7KHVHFRQGDU\REMHFWLRQZDVWKDW
his career as an academic would surely render their life together as one 
RIDEMHFWSRYHUW\7KH\HORSHG+HUIDPLO\SURPSWO\GLVRZQHGKHU,KDYH
no idea why she is telling me all this. This is very good wine.
SOLACE AND PERPETUITY: a life story
$XWKRU$GULDQQH:RUW]HO
7H[WDQGLPDJHDOJRULWKPV*DEULHO)HUULQ
(GLWRU%ULGJHW0F*HHKDQ
3XEOLVKHU:HLO3UHVV1HZ<RUN
Image courtesy of the artist
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Janet Zweig works primarily in the public realm. Her most recently installed public works include a performance space in a prairie 
on a Kansas City downtown green-roof, a series of kinetic works in Milwaukee, a generative sentence on a wall in downtown 
Columbus, a sentence-generating sculpture for an engineering school in Orlando, and a memorial in the lawn of Mellon Park 
in Pittsburgh. Other public works include a 1200’ frieze at the Prince Street subway station in New York, and a system-wide 
LQWHUDFWLYHSURMHFWIRUHOHYHQ/LJKW5DLOWUDLQVWDWLRQVLQ0LQQHDSROLVWKDWLQFRUSRUDWHVWKHZRUNRIRYHUDKXQGUHG0LQQHVRWDQV
Her sculpture and books have been exhibited widely in such places as the Brooklyn Museum of Art, Exit Art, PS1 Museum, 
Walker Art Center, and Cooper Union. Awards include the Rome Prize Fellowship, NEA fellowships, and residencies at PS1 
Museum and the MacDowell Colony. She teaches at the Rhode Island School of Design and at Brown University.
=ZHLJLVEHVWNQRZQIRUKHUNLQHWLFVFXOSWXUHVZKHUHVKHFUHDWHVXQHDV\MX[WDSRVLWLRQVEHWZHHQWKHDQFLHQWDQGWKHPRGHUQ
WKHPHFKDQLFDODQGWKHHPRWLRQDOWKHSOD\IXODQGWKHGHDGVHULRXV=ZHLJ¶VDUWV\PEROL]HVDFRQWLQXRXVVHDUFKWR¿QGWKH
means for mind to control matter. Her work with electronic media began when she started writing simple programs to drive kinetic 
sculptures. In these works, the computer is a device that “thinks”—that is, permutes and writes—thus taking over a certain 
amount of creative control in the piece. Because of the combinatorial nature of some of the programs, the computer often comes 
up with surprising results, the effect of chance operations within set parameters. Zweig creates a structure that is both a physical 
sculpture and a computer program that drives it, and the active quality of their interaction lends the work an appearance of being 
alive. Once the machine is created, it works on its own, without Zweig’s interference or assistance.
JANET ZWEIG / Statement
MDQHW]ZHLJFRP
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JANET ZWEIG / Images
Professor Obsessive and His Two Compulsions, 2004
6RODULÀDSVLJQSKRWRJUDSKLFLPDJHVHOHFWURQLFVSURJUDP 
25 x 22 x 24”
Images courtesy of the artist
Professor Obsessive and His Two Compulsions is a prototype for a larger public sculpture. For this prototype, 
FRQVHFXWLYHLPDJHVDUHSODFHGRQDVWDQGDUGWH[WÀLSVLJQ7KLVFUHDWHVDFLQHPDWLFVHTXHQFHOLNHDÀLSERRN
ZKHQWKHÀDSXQLWLVWULJJHUHG,QWKLVFDVHDPRWLRQGHWHFWRULQWKHURRPWULJJHUVWKHWKUHHLPDJHVRIWKHÀDSXQLWWR
perform a sequence of events that make the images interact with each other.
7KHODUJHUSURMHFWZDVUHDOL]HGLQZLWKPedestrian Drama in Milwaukee on East Wisconsin Avenue.
3URJUDPPLQJRIWKHÀDSXQLWE\-RQ0H\HU
Detail
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MOMENTUM: WOMEN/ART/TECHNOLOGY
2014 - 15 Exhibition Artists / CVs 
63
GRIMANESA AMORÓS / CV
grimanesaamoros.com
Represented by Nina Menocal Gallery, Roma, Mexico; Epodium Gallery, Munich, Germany; Galerie Vernon, Prague, Czech Republic.
EDUCATION
 7KH$UW6WXGHQWV/HDJXH1HZ<RUN1<
 3ULYDWH$WHOLHUV/LPD3HUX
 8QLYHUVLW\RI3HUX81,)(/LPD3HUX
SELECTED PUBLIC WORK
2014  Breathless Maiden Lane0DLGHQ/DQH1HZ<RUN1<
2013  Fortuna$UW&HQWHU7DEDFDOHUD0DGULG6SDLQ
  The Mirror Connection0XVHXPRI&KLQD&HQWUDO$FDGHP\RI)LQH$UWV%HLMLQJ&KLQD
  Golden Connection+DUSHU¶V%$=$$5$UW1LJKW+RQJ.RQJ&KLQD
  Uros House7KH/LWH&HQWHU/DID\HWWH/$
SELECTED SOLO EXHIBITIONS
2013  Light Between The Islands7KH/LWYDN*DOOHU\7HO$YLY,VUDHO
2012  Voyager Video Retrospective<8$16SDFH%HLMLQJ&KLQD
  A-part&RQWHPSRUDU\$UW)HVWLYDO$OSLOOHV3URYHQFH)UDQFH
  MoA Video Exhibition6HRXO1DWLRQDO8QLYHUVLW\0XVHXPRI$UW6HRXO.RUHD
  3DXODQG/XOX+LOOLDUG$UW0XVHXP8QLYHUVLW\RI/RXLVLDQD/DID\HWWH/RXLVLDQD
SELECTED AWARDS / GRANTS
  1HZDUN0XQLFLSDO&RXQFLO&XOWXUDO$ZDUG1HZDUN1-
  ;7XPL86$$ZDUG0LDPL)/
  &HQWUXP$UWV5HVLGHQF\3RUW7RZQVHQG:$
  $57VSDFH6XPPHU$UWLVWLQ5HVLGHQFH5DOHLJK1&
SELECTED GUEST LECTURER
  7('*OREDO6SHDNHU5LRGH-DQHLUR%UD]LO
  :DVKLQJWRQ8QLYHUVLW\.H\QRWHVSHDNHU6W/RXLV02
  &$6$PHULFD.H\QRWHVSHDNHU0DGULG6SDLQ
  *HRUJLDQ1DWLRQDO0XVHXP¶V1DWLRQDO*DOOHU\³0LUDQGD´7ELOLVL*HRUJLD
  &KLQD&HQWUDO$FDGHP\RI)LQH$UWV³7KH0LUURU&RQQHFWLRQ´%HLMLQJ&KLQD
  6RWKHE\¶V,QVWLWXWHRI$UW1HZ<RUN1<
  ,1129)HVWLYDO7KH/LWH&HQWHU/DID\HWWH/RXLVLDQD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EMILIA FORSTREUTER / CV
emiliaforstreuter.de
EDUCATION
  &RPPXQLFDWLRQ'HVLJQ%UDXQVFKZHLJ8QLYHUVLW\RI$UW%UDXQVFKZHLJ*HUPDQ\
 &RPPXQLFDWLRQ'HVLJQ%UDXQVFKZHLJ8QLYHUVLW\RI$UW%UDXQVFKZHLJ*HUPDQ\
 7LPH%DVHG$UW8QLYHUVLW\RI'XQGHH'XQFDQRI-RUGDQVWRQH&ROOHJHRI$UWDQG'HVLJQ'XQGHH6FRWODQG
 &RPPXQLFDWLRQ'HVLJQ%UDXQVFKZHLJ8QLYHUVLW\RI$UW%UDXQVFKZHLJ*HUPDQ\
 $UFKLWHFWXUH/HLEQL]8QLYHUVLWlW+DQQRYHU+DQQRYHU*HUPDQ\
SELECTED FESTIVALS / EXHIBITIONS
2014  Denver Digerati Friday Flash 'HQYHU&2
2012  Faux ImagesVSHDNHU%HUOLQ*HUPDQ\
2011  Gang of Berlin%HUOLQ*HUPDQ\
  MOTA, CAPITAL%HUOLQHU%XFKVWDEHQ%HUOLQ*HUPDQ\DQG0HOERXUQH$QLPDWLRQ)HVWLYDO0HOERXUQH$XVWUDOLD
  London International Animation Festival/RQGRQ8.
  Ybor Festival Of The Moving Image7DPSD)/
  Lichtströme%8*$.REOHQ]*HUPDQ\
  Direktorenhaus%HUOLQ*HUPDQ\
2010  8th International Biennal Santa Fe,QYLWHG6DQWD)H&$
  Austin Museum of Digital Art,QYLWHG$XVWLQ7;
  Rome Independent Film Festival (RIFF)2I¿FLDO6HOHFWLRQ5RPH,WDO\
  The Nemo Festival,QYLWHG3DULV)UDQFH
  VIDEOFORMES2I¿FLDO6HOHFWLRQ&OHUPRQW)HUUDQG)UDQFH
  Athens Video Art Festival,QYLWHG$WKHQ*UHHFH
  Cinedesign5HFLIH%UD]LO
SELECTED AWARDS
2011  Cannes Lions, Silver Design Lion /RQGRQ8.
  Art Directors Club of Europe, Europe Gold %DUFHORQD6SDLQ
  Art Directors Club of Germany, Gold %HUOLQ*HUPDQ\
  European Design Award, Bronze $WKHQV*UHHFH
  Design Europe, &U\VWDO$WKHQV*UHHFH
2010  Art Dirctors Club of Germany'LVWLQFWLRQ%HUOLQ*HUPDQ\
  Output2XWSXW$ZDUG$PVWHUGDP1HWKHUODQGV
  Southern Comfort Creative Exchange)LUVW3UL]H1HZ2UOHDQV/$
2009  Renderyard Short Film Festival London, %HVW$QLPDWLRQ/RQGRQ8.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JENNIFER HALL / CV
jenhall.org
EDUCATION
$%'  3K',QVWLWXWHIRU'RFWRUDO6WXGLHVLQWKH9LVXDO$UWV3RUWVPRXWK0(
  069L6&HQWHUIRU$GYDQFHG9LVXDO6WXGLHV0DVVDFKXVHWWV,QVWLWXWHRI7HFKQRORJ\&DPEULGJH0$
SELECTED ACADEMIC EXPERIENCE
1988-present Professor and Graduate Programs Coordinator, Department of Art Education, Massachusetts College of Art and Design 
   %RVWRQ0$
SELECTED EXHIBITIONS / INSTALLATIONS
2009, 2010 Slow Wave: Seeing Sleep Show(03$&5HQVVHODHU7UR\1<$[LRP*DOOHU\%RVWRQ0$
2008   The Politics of Resolution: Interactive Mapping, Shian Kan Preserve 0H[LFR
2000, 2007 Acupuncture for Temporal Fruit'HFRUGRYD0XVHXP	6FXOSWXUH3DUN/LQFROQ0$0RQWVHUUDW&ROOHJHRI$UW%HYHUO\0$
2006  Tipping Point: Health Narratives from the South End, Collaborative Installation, Thorne-Sagendorph Gallery, Keene State   
   &ROOHJH.HHQH1+%RVWRQ&HQWHUIRUWKH$UWV0LOOV*DOOHU\%RVWRQ0$
  Epileptiforms: Diagnostic Arts'DQIRUWK0XVHXPRI$UW)UDPLQJKDP0$0DVVDFKXVHWWV6FKRRORI3KDUPDF\  
   DQG$OOLHG+HDOWK6FLHQFHV%RVWRQ0$
SELECTED LECTURES / PRESENTATIONS
2014  Post Body Body%HYHUO\3KLORVRSK\$VVRFLDWLRQ%HYHUO\0$
2013  Neuroaesthetics%HYHUO\3KLORVRSK\$VVRFLDWLRQ%HYHUO\0$
2011  A Post Human Aesthetic+DUYDUG6FKRRORI0HGLFLQH%RVWRQ0$
2010  The Artist Researcher3DQHO%DOWLPRUH0'
2009  Aesthetics of Consciousness&RQVFLRXVQHVV&RQIHUHQFH7HPSH$=
2009  Neurophenolmology/HVOH\8QLYHUVLW\&DPEULGJH0$
2008  Bio Art+DUYDUG6FKRRORI0HGLFLQH%RVWRQ0$
2006  Tipping Point: Health Narratives from the South End:&$%RVWRQ0$
SELECTED PUBLICATIONS
  ³$XWRSRLHWLF$HVWKHWLFDVD/HQVIRU,QWHUDFWLYH$UW´FKDSWHUAesthetics and the Embodied Mind, ed. Alfonsina Scarinzi   
   'VVHOGRUI*HUPDQ\6SULQJHU9HUODJ
  ³7KH7LSSLQJ3RLQW+HDOWK1DUUDWLYHVIURPWKH6RXWK(QG´FKDSWHUBLAZE, eds. Karen Frostig and Kathy A. Halamka   
   1HZFDVWOH8.&DPEULGJH6FKRODUV3XEOLVKLQJ
  ³7KH&RPPXQLW\RI'R:KLOH6WXGLR´FKDSWHUWomen, Art & TechnologyHG-XG\0DOOR\&DPEULGJH0$0,73UHVV
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CLAUDIA HART / CV
claudiahart.com
Represented by bitforms gallery, New York, NY.
EDUCATION
1984  06&ROXPELD8QLYHUVLW\*UDGXDWH6FKRRORI$UFKLWHFWXUH1HZ<RUN1<
  %$1HZ<RUN8QLYHUVLW\$UW+LVWRU\6XPPD&XP/DXGH)RXQGHU¶V$ZDUG1HZ<RUN1<
SELECTED ACADEMIC EXPERIENCE
SUHVHQW$VVRFLDWH3URIHVVRU)LOP9LGHR1HZ0HGLDDQG$QLPDWLRQ6FKRRORIWKH$UW,QVWLWXWHRI&KLFDJR&KLFDJR,/
9LVLWLQJ'LJLWDO$UWLVW6DUDK/DZUHQFH&ROOHJH%URQ[YLOOH1<
 9LVLWLQJ'LJLWDO$UWLVW5HQVVHODHU3RO\WHFKQLF8QLYHUVLW\5HQVVHODHU7UR\1<
 $VVRFLDWH$GMXQFW3URIHVVRU3UDWW,QVWLWXWH%URRNO\Q1<
SELECTED SOLO EXHIBITIONS
2014  The New Museum Store Presents: Welcome to Alice’s GIiftshop7KH1HZ0XVHXP1HZ<RUN1<
  Welcome to Alice’s GIftshopELWIRUPVJDOOHU\1HZ<RUN1<
  The Alices (Walking): A Sculptural Opera in One Act, produced by Eyebeam and the Moving Image Art Fair, Eyebeam Center   
   IRU$UWDQG7HFKQRORJ\1HZ<RUN1<
2013         Rendering Time: Claudia Hart + Alex Lee,*DOOHU\'RV6HRXO.RUHD
           There’s a Body on the Screen: Claudia Hart with music by Edmund Campion, Kurt Hentschlager, Yefeng Wang, Museum
   RI/X[XQ$FDGHP\RI$UW6KHQ<DQJ&KLQD
SELECTED GROUP EXHIBITIONS
2014  Coded After Lovelace+DQQDK0DFOXUH&HQWUHDWWKH8QLYHUVLW\RI$EHUWD\'XQGHH6FRWODQG
  Women in Digital7KH+RVSLWDO&OXE/RQGRQ(QJODQG
  Art Silicon Valley$UW)DLU%DNHU6SRQGHU*DOOHU\6DQ)UDQFLVFR&$
  Faculty Projects: Claudia Hart, Anke Loh, Lou Mallozzi, Helen Maria Nugent, Carolyn Ottmers, Roxie Tremonto, and Andrew   
   S. Yang6XOOLYDQ*DOOHULHV6FKRRORIWKH$UW,QVWLWXWHRI&KLFDJR&KLFDJR,/
  Coded After Lovelace:KLWHER[1HZ<RUN1<
  Off-The-Grid DUWLVWUHVLGHQF\RQ*RYHUQRUV,VODQG%XLOGLQJ1HZ<RUN1<
  Synthetisch Vernünftig[/($3[%HUOLQ*HUPDQ\
  Cloud Makers and Open Tech0DNHU/DEV9DQFRXYHU&DQDGD
  The New Romantics7KH(\HEHDP&HQWHUIRU$UW7HFKQRORJ\1HZ<RUN1<
  Hi Res: Hilary Pecis, Claudia Hart, Clement Valla and Erik Berglin3OXJ3URMHFWV.DQVDV&LW\02
  High Lure Image Content.DSSD7KHWD3KL5LFKPRQG9$
  Annual Showcase(\HEHDP&HQWHUIRU$UWDQG7HFKQRORJ\1HZ<RUN1<
  Teutloff Collection meets Sandra Vásquez de la Horra.XQVWKDXV/HPSHUW]&RORJQH*HUPDQ\
67
YAEL KANAREK / CV
worldofawe.net  
Represented by bitforms gallery, New York, NY.
EDUCATION
  0)$L($55HQVVHODHU3RO\WHFKQLF,QVWLWXWH7UR\1<
  %)$(PSLUH6WDWH&ROOHJH681<6DUDWRJD6SULQJV1<
SELECTED GRANTS / COMMISSIONS / RESIDENCIES
  &LYLWHOOD5DQLHUL)HOORZVKLS8PEULD,WDO\
  0DPXWD$UWLVWLQ5HVLGHQFH-HUXVDOHP,VUDHO
  (\HEHDP&HQWHUIRU$UWDQG7HFKQRORJ\+RQRUDU\6HQLRU)HOORZVKLS1HZ<RUN1<
SELECTED SOLO EXHIBITIONS
2013   High Performance GearELWIRUPVJDOOHU\1HZ<RUN1<
2010   NotyetnessELWIRUPVJDOOHU\1HZ<RUN1<
2009   Melancholia1HOO\$PDQ7HO$YLY,VUDHO
2007   World of Awe, Chapter III: Object of Desire7KH-HZLVK0XVHXP1HZ<RUN1<
  Warm FieldsELWIRUPVJDOOHU\1HZ<RUN1<
  And I Was Both Tongues1HOO\$PDQ7HO$YLY,VUDHO
2005   Netizens II6DOD8QR*DOOHU\5RPH,WDO\
2004   World of Awe: New WorksELWIRUPVJDOOHU\1HZ<RUN1<
  Code: Skin1HOO\$PDQ7HO$YLY,VUDHO
SELECTED GROUP EXHIBITIONS
2014   OECD 2014$UWLQ(PEDVVLHV3URJUDP3DULV)UDQFH
2012   World On A WireELWIRUPVJDOOHU\1HZ<RUN1<
2011   Soft Borders81(638QLYHUVLGDGH(VWDGXDO3DXOLVWD6mR3DXOR%UD]LO
2010   The Politics of Art1DWLRQDO0XVHXPRI&RQWHPSRUDU\$UW$WKHQV*UHHFH
  ArchiTECHtonica&8$UW0XVHXP8QLYHUVLW\RI&RORUDGRDW%RXOGHU%RXOGHU&2
2009   Heart in Heart1DWLRQDO0XVHXPRI&RQWHPSRUDU\$UW$WKHQV*UHHFH
  SpazialismoELWIRUPVJDOOHU\1HZ<RUN1<
2008   E-critures1DWLRQDO0XVHXPRI&RQWHPSRUDU\$UW$WKHQV*UHHFH
  Live Herring-\YlVN\Ol$UW0XVHXP+ROYL-\YlVN\Ol)LQODQG
  Journeys into New Art: Bodies in Cyberspace1DWLRQDO0XVHXPRI$UWRIWKH;;,&HQWXU\5RPH,WDO\
2007   Contemporary Baroque: Extreme Excess / Özel Sergi%HUDO0DGUD&RQWHPSRUDU\$UW&HQWHU,VWDQEXO7XUNH\
2002   Whitney Biennial:KLWQH\0XVHXPRI$PHULFDQ$UW1HZ<RUN1<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JEANNETTE LOUIE / CV
jeannettelouie2.com
EDUCATION
  6NRZKHJDQ6FKRRORI3DLQWLQJ	6FXOSWXUH6NRZKHJDQ0(
  0)$9HUPRQW&ROOHJHRI1RUZLFK8QLYHUVLW\0RQWSHOLHU97
  %)$3DUVRQV6FKRRORI'HVLJQ1HZ<RUN1<
SELECTED SOLO EXHIBITIONS
2006  Beat for You+RPLH*DOHULH%HUOLQ*HUPDQ\
2003-2004 Words To Live & Love By8UEDQ,QVWLWXWHIRU&RQWHPSRUDU\$UWV*UDQG5DSLGV0,
2002  Rendering0LOOV&ROOHJH$UW0XVHXP2DNODQG&$
2001  Monochrome (for u.s.)(VVR*DOOHU\1HZ<RUN1<
2000  Over There, Over Here, Hokusai(VVR*DOOHU\1HZ<RUN1<
SELECTED GROUP EXHIBITIONS / SCREENINGS
2014  Citizen Jane Film Festival &ROXPELD02
  STATE Experience Science Festival%HUOLQ*HUPDQ\
  Imagine Science Film Festival1HZ<RUN1<
  Minneapolis Underground Film Festival0LQQHDSROLV01
  FLEXIFF6\GQH\$XVWUDOLD
  Toronto Independent Film Festival7RURQWR&DQDGD
  The Columbus International Film & Video Festival &ROXPEXV2+
  Fabrica Utopia, Festival Miden$QGURV*UHHFH
  Brooklyn Film Festival%URRNO\Q1<
  /RV$QJHOHV$VLDQ3DFL¿F)LOP)HVWLYDO/RV$QJHOHV&$
  Athens International Film & Video Festival $WKHQV2+
  Beyond the Frontier, CineGlobe, International Film Festival at CERN*HQHYD6ZLW]HUODQG
SELECTED AWARDS
2002  Mid Atlantic Foundation for the Arts / New Jersey State Council on the Arts Fellowship
  &UHDWLYH&DSLWDO)RXQGDWLRQ*UDQW1HZ<RUN1<
 5RPH3UL]H$PHULFDQ$FDGHP\5RPH,WDO\
SELECTED RESIDENCIES
  7KH&HQWHUIRU3KRWRJUDSK\DW:RRGVWRFN:RRGVWRFN1<
  <DGGR*HUDOGLQH5'RGJH)RXQGDWLRQ)HOORZVKLS6DUDWRJD6SULQJV1<
 7KH0DULH:DOVK6KDUSH$UW)RXQGDWLRQ6SDFH3URJUDP1HZ<RUN1<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RANU MUKHERJEE / CV
www.ranumukherjee.com  
Represented by Gallery Wendi Norris, San Francisco, CA.
EDUCATION
  0)$5R\DO&ROOHJHRI$UW/RQGRQ8.
  %)$0DVVDFKXVHWWV&ROOHJHRI$UW%RVWRQ0$
SELECTED SOLO EXHIBITIONS
2013-2014  Apparitions*DOOHU\:HQGL1RUULV6DQ)UDQFLVFR&$
2012   Beta Space: Ranu Mukherjee: Telling Fortunes6DQ-RVH0XVHXPRI$UW6DQ-RVH&$
2011   Absorption into the Nomadic and Luminous)UH\1RUULV&RQWHPSRUDU\DQG0RGHUQ6DQ)UDQFLVFR&$
SELECTED GROUP EXHIBITIONS
2014  Partial View: Recoding Sacred Objects,0DQUHVD*DOOHU\6DQ)UDQFLVFR&$
  Radiant Chromosphere,2DNODQG0XVHXPRI&DOLIRUQLD2DNODQG&$
  Initial Public Offering6DQ-RVH0XVHXPRI$UW6DQ-RVH&$
2013  This is not America: Resistance, Protest and Poetics$UL]RQD6WDWH8QLYHUVLW\$UW0XVHXP7HPSH$=
  Vital Signs, New Media Art from the SJMA Collection:LFKLWD$UW0XVHXP:LFKLWD.6
  Grain*DOOHU\(VSDFH1HZ'HOKL,QGLD
  $7HPSWLQJ)DWH,QHYLWDELOLW\DQG6FLHQWL¿F)RUWXQH$JJUHJDWH6SDFH*DOOHU\2DNODQG&$
  Only a Signal Shown6RXWKHUQ([SRVXUH6DQ)UDQFLVFR&$
2012  Making Camp6XQ9DOOH\&HQWHUIRUWKH$UWV.HWFKXP,'
  Museum Store Mini Solos6SDFH%LDW$VLDQ$UW0XVHXP6WRUH6DQ)UDQFLVFR&$
  United States of Asian AmericaWKDQQXDOH[KLELWLRQ620$5766DQ)UDQFLVFR&$
2011   Bay Area Now 6<HUED%XHQD&HQWHUIRUWKH$UWV6DQ)UDQFLVFR&$
  Picturing Parallax: Photography and Video from the South Asian Diaspora6DQ)UDQFLVFR6WDWH8QLYHUVLW\&$
SELECTED PUBLIC WORKS / PROGRAMS
2014   Spicy Wild, Growing Gritty, Spirited Transmission$UWRQ0DUNHW6W.LRVN3RVWHU6HULHV6DQ)UDQFLVFR$UWV&RPPLVVLRQ&$
  A Procession for the Extracted For-Site Foundation,RQJRLQJ1HYDGD&LW\1HYDGD
2013   Procession for Future Artifacts$UWLVWV'UDZLQJ&OXEDW$VLDQ$UW0XVHXP6DQ)UDQFLVFR&$
  Towards a Creole Procession/XJJDJH6WRUH$QQH[6DQ)UDQFLVFR&$
2009    Tender Transmissions/XJJDJH6WRUH$QQH[DQGWKH7HQGHUORLQ1DWLRQDO)RUHVW:RQGHUODQG6KRZ6DQ)UDQFLVFR&$
SELECTED AWARDS / RESIDENCIES
2015  Space 118, Mumbai Residency Award
  .DOD)HOORZVKLS$ZDUGDQG5HVLGHQF\%HUNHOH\&$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MARY BATES NEUBAUER / CV
public.asu.edu/~mbates/
EDUCATION 
  0)$,QGLDQD8QLYHUVLW\)RUG)HOORZ%ORRPLQJWRQ,1
  %)$&RORUDGR6WDWH8QLYHUVLW\)RUW&ROOLQV&2
SELECTED ACADEMIC EXPERIENCE 
SUHVHQW 3URIHVVRURI6FXOSWXUH$UL]RQD6WDWH8QLYHUVLW\7HPSH$=
 )XOEULJKW)HOORZ$QJOLD3RO\WHFKQLF8QLYHUVLW\&DPEULGJH(QJODQG
 'HSDUWPHQW&KDLUDQG3URIHVVRU6FXOSWXUH6RQRPD6WDWH8QLYHUVLW\5RKQHUW3DUN&$
SELECTED EXHIBITIONS 
2014   Garfagnana Innovazione0XVHXPRI6FXOSWXUHDQG$UFKLWHFWXUH3LHWUDVDQWD,WDO\0XVHR$UFKHRORJLFR)ORUHQFH,WDO\
  Half the Sky: Intersections in Social Practice Art/X;XQ$FDGHP\RI)LQH$UW6KHQ\DQJ&KLQD
  3D Printing and the Arts: What Things May Come6DUR¿P6FKRRORI$UW6RXWKZHVWHUQ8QLYHUVLW\*HRUJHWRZQ7;
  6DYLHQRãDQƗV&RDOHVFHQFH7DOVL5HJLRQDO0XVHXP7DOVL/DWYLD
  Le French May Festival+RQJ.RQJ&KLQD
  Full Bloom7HUPLQDO)RXU/HYHO3KRHQL[6N\+DUERU$LUSRUW3KRHQL[$=
  WCA Best of 2014 &Equilibrium$5&*DOOHU\&KLFDJR,/
2013   Hand, Eye, Mind: Sensory Models for Holistic Learning([SHULPHQWDO*DOOHU\,QGLD+DELWDW&HQWUH1HZ'HOKL,QGLD
  Intersculpt 2013, La Cybersculpture l’Association Française de Prototypage Rapide, European Forum on Additive    
   0DQXIDFWXULQJ/¶HFROH&HQWUDOH3DULV)UDQFH
  Centre Arts et Sciences: Création, Numérisation, et Impression 3D Fête de la Science0XVpHGHOD&RUVH&RUWH)UDQFH
  3D Printing, Cité des Sciences3DUFGHOD9LOOHWWH3DULV)UDQFH
  Intersculpt 2013&DIpGHV$UWVGHV6FLHQFHVHWGHV7HFKQLTXHVO¶(FROH&HQWUDOH3DULV3DULV)UDQFH
  New Media Festival/RV$QJHOHV&HQWHUIRU'LJLWDO$UWV/RV$QJHOHV&$
  Envisioned Landscape6ORFXPE*DOOHULHV(DVW7HQQHVVHH6WDWH8QLYHULVW\-RKQVRQ&LW\71
  Science Inspires Art: The Cosmos1HZ<RUN+DOORI6FLHQFH4XHHQV1<
  Art in an Age of Climatological Catastrophe&KLQD%URWVN\*DOOHU\6DQ)UDQFLVFR&$
  Making Connections: Water and Life Meet in a Desert City6KHPHU$UW&HQWHU3KRHQL[$=
2012   Spark 3DS, Digital Art Making/ An Art Economy + A New Economy*DOOHU\0LQQHDSROLV01
  Sculpture Numerique0XVpHGH/D3ULQFHULH9HUGXQ0HXVH/RUUDLQH)UDQFH
  Generation XYZ: The Past, Present, and Future of Digital Sculpture1LJKW*DOOHU\7HPSH$=
  EMERGE Festival, Digital Culture Walkway$UL]RQD6WDWH8QLYHUVLW\7HPSH$=
  Full Circle: The Art of Materials, Research and Creation in Rapid Prototyping, Manchester Institute for Research and    
   Innovation in Art and Design (MIRIAD)6DUR¿P*DOOHU\6RXWKZHVWHUQ8QLYHUVLW\*HRUJHWRZQ7;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MARIE SIVAK / CV
mariesivak.com
EDUCATION
  0)$6FXOSWXUHDQG([WHQGHG0HGLD9LUJLQLD&RPPRQZHDOWK8QLYHUVLW\5LFKPRQG9$
  %)$6FXOSWXUH7KH8QLYHUVLW\RIWKH$UWV3KLODGHOSKLD3$
SELECTED ACADEMIC EXPERIENCE 
SUHVHQW /HDG)DFXOW\6FXOSWXUH3URJUDP6\OYDQLD&DPSXV3RUWODQG&RPPXQLW\&ROOHJH3RUWODQG25
SELECTED GRANTS / AWARDS
  &DUHHU2SSRUWXQLW\*UDQW2UHJRQ$UWV&RPPLVVLRQDQG7KH)RUG)DPLO\)RXQGDWLRQ5RVHEXUJ25
  0DUJR+DUULV+DPPHUVFKODJ$ZDUG1DWLRQDO$VVRFLDWLRQRI:RPHQ$UWLVWV1HZ<RUN1<
  &DUHHU2SSRUWXQLW\*UDQW2UHJRQ$UWV&RPPLVVLRQDQG7KH)RUG)DPLO\)RXQGDWLRQ5RVHEXUJ25
  2UHJRQ$UWV&RPPLVVLRQ,QGLYLGXDO$UWLVW)HOORZVKLS3RUWODQG25
  5HVLGHQF\%HUOODQGHUL6FXOSWXUH:RUNVKRS:DOHV8.
  )LUVW3UL]H<HFN1DWLRQDO<RXQJ6FXOSWRUV&RPSHWLWLRQ0LDPL8QLYHUVLW\2[IRUG2+
  5HJLRQDO$UWVDQG&XOWXUH&RXQFLO3URMHFW*UDQW3RUWODQG25
  9LUJLQLD0XVHXPRI)LQH$UWV3URIHVVLRQDO)HOORZVKLS-XUULHGE\$QGUHZ&RQQRUV5LFKPRQG9$
SELECTED SOLO EXHIBITIONS 
2014  Tenuous'DQDQG*DLO&DQQRQ*DOOHU\RI$UW:HVWHUQ2UHJRQ8QLYHUVLW\0RQPRXWK25
2012  SmokescreenFXUDWHGE\&KDUORWWD.RWLN$,5*DOOHU\%URRNO\Q1<
2008  Ephemera: Recent Work in Video and Stone$,5*DOOHU\1HZ<RUN1<
2007  Mnemosyne’s Mnemonic/DXUD5XVVR*DOOHU\3RUWODQG25
2006  Cipher7KH$UW6KRS$EHUJDYHQQ\:DOHV8.
2003  Lacing Atropos&RQWHPSRUDU\&UDIWV0XVHXP3RUWODQG25
1998  Spire for the Material World Exhibition63$&(6&OHYHODQG2+
1997  The Comfort Food$QGHUVRQ*DOOHU\5LFKPRQG9$
SELECTED GROUP EXHIBITIONS
2014  DisjectaWK$QQXDO$XFWLRQ3RUWODQG25
2013  Oracle&XUDWHGE\&DUVRQ/HJUHHZWLK6XVLH/HH	3DWULFN.HOO\$UFKHU*DOOHU\&ODUN&ROOHJH9DQFRXYHU:$
2012  Selections from Portland 2012: A Biennial of Contemporary Art6FKQHLGHU0XVHXPRI$UW$VKODQG25
  Celebrating Kindred Spirits & Strange Bedfellows,FXUDWHGE\&DWKHULQH0RUULV$,5*DOOHU\%URRNO\Q1<
2011  Woollahra Small Sculpture Prize Exhibition:RROODKUD&RXQFLO&KDPEHUV'RXEOH%D\6\GQH\$XVWUDOLD
2010  I can’t get you out of my mindFXUDWHGE\+LUR6DNDJXFKL6HUDSKLQ*DOOHU\3KLODGHOSKLD3$
  …and sweeps me awayFXUDWHGE\%DUEDUD2¶%ULHQ$,5*DOOHU\%URRNO\Q1<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CAMILLE UTTERBACK / CV
camilleutterback.com
Represented by Haines Gallery, San Francisco, CA.
EDUCATION
  036,QWHUDFWLYH7HOHFRPPXQLFDWLRQV3URJUDP1HZ<RUN8QLYHUVLW\1HZ<RUN1<
  %$0DJQD&XP/DXGH:LOOLDPV&ROOHJH:LOOLDPVWRZQ0$
SELECTED AWARDS / GRANTS / RESIDENCIES
  $UWLVW5HVLGHQF\3LOFKXFN*ODVV6FKRRO6WDQZRRG:$
  $UWLVW5HVLGHQF\'MHUDVVL5HVLGHQW$UWLVWV3URJUDP:RRGVLGH&$
  $UWLVW5HVLGHQF\%HUPDQW)HOORZVKLS9HUPRQW6WXGLR&HQWHU-RKQVRQ97
2009  MacArthur Foundation Fellowship
SELECTED COMMISSIONS
2013   Flourish7KH/LEHUW\0XWXDO*URXS%RVWRQ0$
2012  Span)256,7()RXQGDWLRQ6DQ)UDQFLVFR&$
  Dancers (Red & White)0HUFHGHV+RXVH1RUWK/REE\1HZ<RUN1<
2011  Floating World0HUFHGHV+RXVH6RXWK/REE\1HZ<RUN1<
  Active Ecosystem, SMF6DFUDPHQWR,QWHUQDWLRQDO$LUSRUW6DFUDPHQWR&$
SELECTED SOLO EXHIBITIONS
2013  Camille Utterback: Tracing Time / Marking Movement7KH)ULVW&HQWHUIRUWKH9LVXDO$UWV1DVKYLOOH71
2010  Collider 2: Camille Utterback(PLO\'DYLV*DOOHU\8QLYHUVLW\RI$NURQ$NURQ2+
2009  Camille Utterback&RQWHPSRUDU\$UW&HQWHURI9LUJLQLD9LUJLQLD%HDFK9$
2008  Three One Person Shows1HOVRQ*DOOHU\'DYLV&$
2007  Animated Gestures$UW,QWHUDFWLYH&DPEULGJH0$
  Camille Utterback – Untitled 5(O3DVR0XVHXPRI$UW(O3DVR7;
2005  External Measures Series0DQZDULQJ*DOOHU\&RQQHFWLFXW&ROOHJH1HZ/RQGRQ&7
2002  Engaging Spaces0DVV0R&$.LG6SDFH*DOOHU\1RUWK$GDPV0$
SELECTED GROUP EXHIBITIONS
2013  Patent Pending=(526DQ-RVH&$
  &DOLIRUQLD3DFL¿F7ULHQQLDO2UDQJH&RXQW\0XVHXPRI$UW1HZSRUW%HDFK&$
  Poetics of Construction+DLQHV*DOOHU\6DQ)UDQFLVFR&$
2012  International Orange)256,7()RXQGDWLRQ)RUW3RLQW6DQ)UDQFLVFR&$
  On the Edge: Light, Sound, Life+n*DPOH3UHVWHJDUG2EUHVWDG/LJKWKRXVH+n1RUZD\
2011  Seeing / Knowing*UDKDP*XQG*DOOHU\.HQ\RQ&ROOHJH*DPELHU2+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ADRIANNE WORTZEL / CV
adriannewortzel.com
EDUCATION
  0)$7KH6FKRRORI9LVXDO$UWV&RPSXWHU$UW1HZ<RUN1<
  %$%URRNO\Q&ROOHJH)LQH$UWVZLWK+RQRUV%URRNO\Q1<
SELECTED ACADEMIC EXPERIENCE
SUHVHQW )DFXOW\0HPEHU,QWHUDFWLYH7HFKQRORJ\DQG3HGDJRJ\&HUWL¿FDWH3URJUDPIRU3K'FDQGLGDWHVLQDQ\GLVFLSOLQH
  &RWHDFK7KHRU\'HVLJQDQG3UDFWLFH&LW\8QLYHUVLW\RI1HZ<RUN1HZ<RUN1<
SUHVHQW &ROOHJHRI7HFKQRORJ\&LW\8QLYHUVLW\RI1HZ<RUN3URIHVVRU(QWHUWDLQPHQW(PHUJLQJ0HGLD7HFKQRORJLHV1HZ<RUN1<
SELECTED EXHIBITIONS / PERFORMANCE PRODUCTIONS / INSTALLATIONS
  6ROR([KLELWLRQRI9LGHRV$VKHYLOOH$UW0XVHXP$VKHYLOOH$UW0XVHXP%ODFN%R[7KHDWHU$VKHYLOOH1&
2014    Fumiya Island E\$GULDQQH:RUW]HODQG'DQLHO%LVLJ2I¿FLDOMXULHGVHOHFWLRQ,PDJLQH6FLHQFH)LOP)HVWLYDO1HZ<RUN1<
2013   archipelago.ch, World premiere at World Congress and Exhibition of Robots, Humanoids, Cyborgs=XULFK6ZLW]HUODQG
  5(,0$*,1(5(,19(173KRWRJUDSKHUV5HGH¿QLQJ5HDOLW\+ROGHQ/XQW]*DOOHU\3DOP%HDFK)/
2012   ISEA 2012/SARC (Scientists / Artists Research Collaborations)8QLYHUVLW\RI1HZ0H[LFR$UFKLWHFWXUH$OEXTXHUTXH10
2011   Choreographing A Well-Regulated Militia, MAKER FAIRE1HZ<RUN+DOORI6FLHQFH4XHHQV1<
2010   ARTIFICIAL SELECTIONFXUDWHGE\5KLDQQRQ0HUFHU$UWV*DOOHU\$OEXTXHUTXH10
2009  Reenactment of the Battle of the Pyramids, performace at Theater of Code/LJKW,QGXVWULHV%URRNO\Q1<
   Franklin Furnace / Performa 09 Performance Art Biennial$EURQV$UW&HQWHU+HQU\6WUHHW6HWWOHPHQW1HZ<RUN1<
2005  Artport Gate Artist Commission:KLWQH\0XVHXPRI$PHULFDQ$UW1HZ<RUN1<
2001  &DPRXÀDJH7RZQ, DATA DYNAMICS:KLWQH\0XVHXPRI$PHULFDQ$UW1HZ<RUN1<
SELECTED GRANTS
  *UHHQZDOO)RXQGDWLRQ*UDQW1HZ<RUN1<
2006   New York State Council On The Arts
  )UDQNOLQ)XUQDFH9LVLRQDU\$UWLVW$ZDUG1HZ<RUN1<
  )UDQNOLQ)XUQDFH)XQG)RU3HUIRUPDQFH$UW$ZDUG1HZ<RUN1<
 3URIHVVLRQDO6WDII&RQJUHVV&LW\8QLYHUVLW\RI1HZ<RUN36&&81<5HVHDUFK$ZDUGV1HZ<RUN1<
 *UDGXDWH5HVHDUFK7HFKQRORJ\,QLWLDWLYH&LW\8QLYHUVLW\RI1HZ<RUN1HZ<RUN1<
SELECTED RESIDENCIES
  :RPHQ¶V,QWHUQDWLRQDO6WXG\&HQWHU6FKRODULQ5HVLGHQFH6DQWD)H10
  6$5&6FLHQFHDQG$UW5HVHDUFK&ROODERUDWLRQV/RV$ODPRVDQG6DQGLD1DWLRQDO/DERUDWRULHVDQGWKH8QLYHUVLW\RI1HZ 
   0H[LFR$OEXTXHUTXH10
  (\HEHDP&HQWHUIRU$UWDQG7HFKQRORJ\$UWLVWLQ5HVLGHQFH1HZ<RUN1<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JANET ZWEIG / CV
www.janetzweig.com
EDUCATION
  0)$7KH9LVXDO6WXGLHV:RUNVKRS6WDWH8QLYHUVLW\RI1<5RFKHVWHU1<
  %$&RUQHOO8QLYHUVLW\,WKDFD1<
SELECTED ACADEMIC EXPERIENCE
SUHVHQW 6HQLRU&ULWLF5KRGH,VODQG6FKRRORI'HVLJQ3URYLGHQFH5,
  /HFWXUHU*UDGXDWH3URJUDPLQ3XEOLF+XPDQLWLHV%URZQ8QLYHUVLW\3URYLGHQFH5,
 9LVLWLQJ&ULWLF<DOH8QLYHUVLW\1HZ+DYHQ&7
SELECTED GRANTS / AWARDS
  5HVLGHQF\DWWKH0DF'RZHOO&RORQ\3HWHUERURXJK1+
1999  New York Foundation for the Arts Fellowship, Computer Arts
1999  Joan Mitchell Foundation Grant
1994  National Endowment for the Arts Visual Arts Fellowship, Sculpture
SELECTED PUBLIC ART COMMISSIONS
  :HVWPRUHODQG0XVHXPRI$PHULFDQ$UWDQGWKH&LW\RI*UHHQVEXUJ3$
  3XEOLFDUWDQGWHPSRUDU\SURMHFW&LW\RI5HGPRQG:$
2012  Columbus NeverWHPSRUDU\ZRUNIRU&ROXPEXV%LFHQWHQQLDOFRPPLVVLRQHGE\&ROXPEXV3XEOLF$UW2+
  Prairie Logic.DQVDV&LW\02
  North of the North Pole*OHQ2DNV/LEUDU\FRPPLVVLRQHGE\1<&'HSDUWPHQWRI&XOWXUDO$IIDLUV4XHHQV1<
2011  Pedestrian Drama0LOZDXNHH:,
  Limited Edition%ULJKWZDWHU7UHDWPHQW3ODQWFRPPLVVLRQHGE\&XOWXUH6HDWWOH:$
2010  Lipstick EnigmaDWWKH+DUULV(QJLQHHULQJ&HQWHU8&)FRPPLVVLRQHGE\)/$UWLQ6WDWH%XLOGLQJV2UODQGR)/
2009  7:11AM 11.20.1979 79°55’W 40°27’N0HOORQ3DUN¶V:DOOHG*DUGHQFRPPLVVLRQHGE\3LWWVEXUJK3DUNV&RQVHUYDQF\3$
  The Opposite of a Duck)DOO&LW\/LEUDU\FRPPLVVLRQHGE\.LQJ&RXQW\/LEUDU\6\VWHP)DOO&LW\:$
2007  If You Lived Here You’d be Home0DSOHZRRG/LJKW5DLOVWDWLRQFRPPLVVLRQHGE\0HWUR$UWVLQ7UDQVLW6W/RXLV02
SELECTED EXHIBITIONS
2012-2013 Directed: The Intersection Between Book, Film, and Visual Narrative0LQQHVRWD&HQWHUIRU%RRN$UWV0LQQHDSROLV01DQG 
   &DUOHWRQ&ROOHJH1RUWK¿HOG01
2008  Art in the Public Sphere: Singular Works, Plural Possibilities,8QLYHUVLW\*DOOHU\)LQH$UW&HQWHU80DVV$PKHUVW0$
2007  InWords: The Art of Language8QLYHUVLW\*DOOHU\8QLYHUVLW\RI'HODZDUH1HZDUN'(
2006  Complicit! Contemporary American Art & Mass Culture8QLYHUVLW\RI9LUJLQLD$UW0XVHXP&KDUORWWHVYLOOH9$
2005  Along the Way: MTA Arts for Transit, Celebrating 20 Years of Public Art8%6*DOOHU\1HZ<RUN1<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